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How to take off in 
3D industry 
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LIGHTWAVE 6.5B 


CREATE UNIQUE MODELS 


DREAMING IN 3D 


CFC’S DIGITAL REVOLUTION 


TEXTURE TIPS 


WITH ALEX LINDSAY 
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www.sgi.co.uk 


Silicon Graphics workstations and advanced graphics solutions from SGI. 
To purchase or for more information, call +44 [0}8702 43 22 43 quoting reference 10II. 


A revolution with just 16Kb 
The next one is up to you.. 
| Be the future... 


® 
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EXHIBITION 


Fantastic imagery from all over the world 
fills our Exhibition pages. 


EXHIBITIONIST 


Badheer Ballam introduces us to his unique 
3D vision. 


3DW NEWS 


Flectriclmage on the cheap, the world 
goes ad crazy and SGI's 3D Jerusalem. 


VIEWS 


We want to know what you think. Tell us. 
You know you want to. 
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FLYING START 


Four start-ups talk about how they are coping 


with the pressures of going it alone. 


RUSTBOY 


Brian Taylor's sumptuous imagery graces our 
cover this issue. 


PLUG-IN 
Owen Bailey talks to Sampath Jagannathan 
about writing a plug-in for Maya. 


RICHARD BAZLEY 


From Edwin Carp to Osmosis Jones, Richard 
has done it and been there. 


LOLA POST 


Andy Stout asks Oscar winner Rob Harvey 
about mortgaging his house for his start-up. 


COMPUTER FILM COMPANY 


Squirrels, horses and chickens fill the dreams 
of the brothers behind CFC. 


LOOKING BACK 


Mark Ramshaw reminisces about the best- 
selling CD-ROM game ever: Myst. 


BAPAPLICATIO“ 


50 TEXTURING TIPS 

dvGarage’s Alex Lindsay gives you not one, 
not two, but a whole half-century of tips 
regarding professional-quality texturing. 


CHARACTER ANIMATION: PART 1 


Mark Brierley accompanies his discussion 
of character animation with a CD example. 


FISH AND TIPS 


Ahoy! Whale animation with LightWave 
thanks to Stormfront Digital’s Ben Smith. 


QANDA 


You think you've got problems? Thanks to 
our team of 3D hardhitters, they'll soon be 
done and dusted. 
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OOS EDITOR’S PERSPECTIVE 


Ben introduces the magazine. 


OS GARRICK WEBSTER 


Are there too many 3D applications for too 
few users? 


OSS SHELLEY PAGE 


Why can you never find a TD just when you 
want one? 


OS SIMON DAVIES 


Just what will the convergence of digital 
television and games consoles mean? 
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OB= MOVERS & SHAKERS 


Manny Papamanos talks about life as a graphics 
support engineer at Softimage. 


OHS CLASSIFIED 
Want to get a job in 3D? Just take a look at all 
the recruitment ads we have for you! 


OHS NEXTISSUE 
We look at Final Fantasy, Tomb Raider and £4 
On the CD, we'll have demos of Cinema 4D 
XL 7, Merlin 3d and plenty more. 


O80 SUBSCRIBE 
Living in the outback in Oz? Save yourself time, 
effort and, more importantly, cash by taking 
out a subscription to 3D World! 


OS4 ONTHECD 
There’s a Mac-only update to LightWave 6.5, 
demos of plug-ins, textures and plenty more 
to feast upon. 


OG CINEMA4GDXL7 
Simon Danaher has the first, exclusive look at 
the new version of Maxon’s 3D application, 
detailing all the changes since v6. 


O71 Books 
Matt Broomfield gets deeply technical with 
two books from Morgan Kaufman Press. 


DV GARAGE SURFACE TOOLKIT 


Steve Jarratt examines this set of unique 
grime and grunge texture maps. 


O7G AMAPI6 
Simon Danaher goes deep inside this new 
version of the French modelling package. 


O78 MERLIN 3D 
Robert Mitchell checks out this newcomer 
to the 3D party. 


KELSEUS CLOTH 


Pete Draper reviews this cloth dynamics plug-in 
for 3ds max 3 and 4, 
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ummer is here and along with it, CG-heavy 


blockbuster films. Unfortunately, it seems that in 


some cases, the animation is more important 


than the storyline, leaving the films feeling flat and 


underdeveloped. Even more unfortunately, the blame 


for this usually falls on the CG in the film, rather than 


the acting, writing or direction. 


In some cases, of course, the CG is definitely to blame. 


Just like general acceptance of the Internet as a universal 


medium for communication, it’s about time graphics were 


seen as a universal enabling device for film makers rather 


than an awkward afterthought that needs to be shouted 


about in a film’s PR. 


Ben Vost 
Editor 


The critical list 


MARK BRIERLEY is a freelance Softimage 


animator based in Bristol in the UK, 
with numerous CG-related projects 
under his belt. 

MAT BROOMFIELD has been a journalist 
for over 10 years, He's a PC specialist 
with a penchant for creative computing. 
GEORGE CAIRNS teaches students the 
joys of Maya by day; by night his 
alter-ego produces science fiction 
artwork for CCGs, 

SIMON DANAHER is a Mac fiend who, 
with his brother Tim, corners the market 
in 30-related reviews and tutorials 
SIMON DAVIES is the Managing Director 
of Sitracom and used to manage 

Avid UK. 


PROBLEMS FINDING SOworkd IN THE SHOPS? Call Sarah Parton +44 (0)1225 442 244 


PETE DRAPER, a 3ds max expert, 

is Orchard Creative Design Group's 
senior 3D artist 

STEVE JARRATT Long-standing Future 
editor and 3D World contributor, Steve 
loves his Mac and LightWave, as well as 


Bassett hounds, 


ALEX LINDSAY works for San Francisco- 


based dvGaraqe. He previously 
worked on Star Wars: Episode One 
at JAK and ILM. 

ROBERT MITCHELL spends most of 
his free time digital prototyping and 
writing for us 

SHELLEY PAGE is the European 
Representative for Animation 


at DreamWorks. 


MARK RAMSHAW is a long-standing 
contributor to many games and design 
magazines and is a 3D World mainstay. 
NEIL RENNISON is busy working on a 
PlayStation 2 racing game for Oxford- 
based Razorworks. 

BENJAMIN SMITH is 3D director at 
Stormfront Digital Pictures, an award- 
winning studio which specialises in 
producing animation and visual effects 
for TV and visitor attractions. 

ANDY STOUT has been a journalist in the 
CG, film effects and post-production 
industry for nearly a decade. 

GARRICK WEBSTER founded 3D World in 
June last year. He currently edits our sister 
publication, Computer Arts 
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NUEVA VERSION NUOVA VERSIONE 


With over 500 new features and additions 
LightWave 6.5 is a major upgrade to the Hollywood 
preferred 3D animation software. 


LightWave 6.5 is only £1599* + V.A.T. 
(£1878.83 incl V.A.T.) 


LightWave 6.5 with its unrivalled photorealistic render 
engine is routinely relied on by many companies 
producing movies, TV series, games, commercials, and 
other types of digital content creation. 


LightWave 6.5 upgrade is available as a free Download 
to LightWave 6.0 registered owners 
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For additional information or to find the nearest 
authorised dealer call: 


+33 (0) 557 262 262 
or visit www.newtek-europe.com 
“Recommended retail price in the United Kingdom without V.A.T. 


For pricing information in your region 
visit www.newtek-europe.com 


Copyright©2001 NewTek Europe. 

All rights reserved. The NewTek logo, 
LightWave3D, LW6, the LightWave 6 logo are 
trademarks of NewTek, Inc. Other product, picture, 
company name shown or mentioned herein may be 
trademarks of their respective companies. 
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EXHIBIT YOUR CREATIONS 
More exhibition images can be found on our Web site at www.3dworldmag.com. If you'd like 
to see your work displayed in the Exhibition section of the magazine, send us your 3D artwork. 
Supply your images rendered at print-resolution (ideally 3,000 pixels wide or high) on CD or Zip disk 
to the address below. Please note images resized in Photoshop are not of sufficient quality and won't 
be used. Files under 1.5MB in size can be sent to 3dw.exhibition@futurenet.co.uk. Alternatively, post 
them to Exhibition, 32 World, 30 Monmouth Street, Bath BA1 2BW, United Kingdom 


BE AN EXHIBITIONIST 
If you are a young artist in 3D and you don't 
yet have a job with a major studio, we'd like 
to hear from you. We want your showreel to 
go on our CD, a cool collection of pictures 
and a promise we'll hear from you when 
you get a job. See the address to the left. 
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All contributions are 
submitted on the basis of 

a non-exclusive worldwide 
licence to publish, both in 
printed and electronic form 
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SEBASTIAN MARQUEZ 
OUTDOORS DANCE; 
BULLFIGHTING; 
UNDERWATER 

3ds max, Painter 
Www.users.wineasy.se/snmz/ 
chano2.htm 


3D world 


O20 


| [02] TREEHOUSE 
PATRIK SPACEK 
3ds max R3 | 
patrikspacek@hotmail.com 


| [02] STRANGE FRUIT 
ANTERO PEDRA: 
3ds max 3.1 | 
anteropedras@yahoo.com |= 
antero.neuronblast.com == 
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[02] GAMEBOY 

PETER CRACKNELL 

Rhino 1.1, Moray 3.3, POVRay 
pc@lineone.net 
www.petercracknell.com 


[pe] KORINTH SPIN OFF 
STEFAAN CONTRERAS 

Maya 3, Photoshop 
stefaan.contreras@pandora.be 


[oa) ED209 

JAMES BUSBY 

LightWave 6 
www.student.brad.ac.uk/jabusby 


[a4] STAIRCASE ON FRISHMAN 
STREET 

TAL ZANA 

3ds max, Photoshop 
talzana@wanadoo.fr 


[os] SUNFLOWER 
SHARON WONG 
Maya 
stweetywong@aol.com 
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ondon-based animator Badheer Ballam 
& is currently in the home stretch of his 3D 

Product Design course at Ravensbourne 
College, putting the finishing touches to his final- 
year project and competing for rendertime with his 
fellow students like thirsty bison around a gushing 
geyser. The fact that he’s animating anything at all 
happened more by accident than design. “! started 
doing product design — I’ve always been into art 
and design,” he explains. “Halfway through, | 
started using 3ds max and we got brief tutorials as a 
basic introduction. | picked it up from there and 
started losing interest in product design,” he adds. 

His first animation, Introducing R23, is included 

on this month's coverdisc and came about in 
response to a brief dealing with the possibility, 
potential effects and marketability of artificial 
intelligence. Following a work experience stint at 
Arcana Design, Badheer migrated from max to 
Maya and busied himself creating a mock product 
advert for a morphing household robot, complete 
with hard-sell voiceover. The advert was inspired 


BADHEER BALLAM 
LONDON 

Maya, 3ds max 
b_ballam@hotmail.com 
www.bballam.com 

+44 (0)792 934 8820 


— 
Badheer's showreel is on the CD | 
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This month, a product-design student uses Maya to parody a translucent robotic futuroid 


by the kind of lifestyle-transforming inventions 
that appear in the middle of the night on Cable 
shopping channels. 

“The Internet fridge, stuff like that — there are so 
many useless products that just use the advertising 
in a big way to sell them. It’s a parody of that kind 
of invention,” Badheer says. The star of the piece 
fits into the sci-fi tradition of cute robots, sharing 
the exaggerated movements that take the place of 
facial expressions to convey a sense of character. 
Badheer’s product-design background led to plenty 
of preparation. It was only after 50 pages had been 
filled with robot sketches that R23 was selected. 

The original animatic version experimented with 
a side-on perspective originally inspired by Pixar’s 
Luxo Jr, but halfway through this was abandoned 
in favour of the more kinetic camerawork in the 
finished version. The backgrounds are deliberately 
sparse; Badheer was mindful of the importance of 
keeping attention focused firmly on character 
throughout, figuring that the voiceover would 
provide enough of a distraction on its own. 


For his major project, Badheer has travelled back 
in time, using dinosaurs of all things to illustrate 
the theme of asylum seekers and the way they're 
represented in the media. “I'm looking at organic 
shapes and organic movement, looking at muscle 
deformation and modelling from scratch, creating 
the whole character,” he explains. “It's not a typical 
T-Rex, it’s got arched backwards-facing legs and 
stuff, it’s a bit surreal.” 

Once he’s graduated, Badheer plans to get a job 
in 3D and progress to working on special effects 
movies. Despite the desire to work on spectacular 
sequences, however, he doesn’t want to succumb 
to the prevailing trend in CG for spectacle over 
narrative. “A lot of people seem to be more into 
rendering techniques, global illumination and 
radiosity than what they‘re actually saying in 
their work,” he notes. “For the first 30 seconds 
or so, audiences will appreciate good lighting or 
texturing or whatever, but after that, you've lot 
their interest. For me, it’s all about the message 
behind the technical viewpoint.” ? 
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i) More hot tools for 3D artists 


RIGHT Learning 30 is a big 
commitment. The 3D Toolkit 
from dvGarage aims to give you 
a head start in creating renders 
such as this, and comes with 
focused tutorials included 

in the $199 asking price. 


SEND US YOUR NEWS: 3dw.news@futurenet.co.uk 


The 3D Toolkit from dvGarage, featuring Electriclmage for the Mac anda 
tutorial bundle, promises to offer the best-value stepping stone into 3D yet 


| ac users, so long regarded as 
| the poor relations of their spoilt 

UU 8 pc counterparts when it comes 
to support from 3D software companies, 
will soon have something to shout about 
aside from the promise of OS X. San 
Francisco-based dvGarage has developed 
3D Toolkit, an entry-level solution based 
on Mac favourite Electriclmage, which 
goes the extra mile to provide its users 
with training in the principles of 3D 
thanks to a bundle of tutorials and 
overviews which home in on the heart 
of the matter — getting over the initially 
steep learning curve. 

3D Toolkit consists of five separate 
elements: the Animation System, which 
is essentially Electriclmage 2.9.2; the 
Modeller, which is version 1.0 with the 
Non-Uniform scale capability added; a 
set of Basic Tutorials; an Advanced 
Tutorial, and finally, Bonus Materials 
selected from dvGarage’s own in-house 
collection of models, grunge maps and 
surface settings developed from its 
Surface Toolkit expertise. But the most 
revolutionary feature of all is the price - 
$199 for an application that has played 
its part in Hollywood since Chewie first 
made the jump to light speed. 

Alex Lindsay, dvGarage supremo, 
puts the release into perspective. “The 
3D Toolkit, as with the Surface Toolkit, 
is really an extension of my experience 
of working my way up in computer 
graphics. | certainly didn’t go to school 
for computer graphics —| interned where 
there were machines, talked to anyone 
who knew more than me and clawed 
my way to ILM,” he says. “My singular 
goal with dvGarage is to simply create 
a path for others to have what | have 
been fortunate enough to experience. 
| don’t believe it has to be as hard as 
it was for me.” 


To back up this philanthropic motive, 


Alex emphasises that while Electriclmage 
2.9.2 actually lacks the UV mapping 
and IK constraints you'd expect of a 
top character-animation utility - and 
also omits physics, expressions and ray- 
tracing — the software is approachable 
to learn and has a tiered complexity 
that leads to significant power hidden 
beneath the surface. “Electriclmage 
2.9.2’s ability to render massive scenes is 
unparalleled,” Alex says. “I’ve personally 
had scenes with two million polygons, 
300MBs of textures and 30-40 lights 
with render times at film-res in the 
range of 10-15 minutes per frame. 
Most applications can’t even deal 
with those kinds of numbers.” 

Each area of the 3D Toolkit has a 
20-minute overview, refreshingly free 
of what Alex describes as the scan- 
converter technique of training, where 
unconscious filler time takes up three 
quarters of the presentation, resulting 
in rigor mortis on the viewer's part. 
There are also five Basic tutorials for 


both the Modelling and Animation 
System, dealing with the building blocks 
— and once these have been mastered, 
an Advanced tutorial walks the user 
through a single project incorporating 
modelling, texturing, lighting and 
rendering. Whether or not the 3D Toolkit 
will put the relatively high cost of entry- 
level 3D software into perspective is 
another matter. “The issue is, there are 
good reasons the applications out there 
cost so much,” Alex says. "You have 
constant bug fixes, technical support 
which, as you lower the cost becomes 
far more of a challenge due to less- 
experienced users, marketing manuals, 
etc. We're not saying everyone should 
sell their application for a hundred 
bucks, but if you're starting in 3D, 

you need a cost-effective way to truly 
learn production methodologies,” he 
concludes. Look out for a forthcoming 
review of the 3D Toolkit in 3D World, 
and in the meantime visit the site 
below for more information. 

CONTACT: www.www.dvgarage.com 


SPECTRE BEHIND GLASS 


The latest classic car to roar throatily out 
of legendary American manufacturer, 
Cadillac will do so with the benefit of 
Glassworks’ animation, modelling and 
smoke-creation expertise. The Soho 
company was commissioned by Spectre 
to create a range of elements to reassure 
potential clients that the sporty Cadillac 
Escalade is no slouch in the speed stakes, 


and will protect you in the increasingly 


likely event of an inner city missile 
attack, or if you're ever unfortunate 
enough to be pursued by a dinosaur 
made of traffic cones. 

For the smoke effects in the advert, 
Glassworks used its own proprietary 
smoke effects plug-in, which was 
integrated into Mental Images' mental 
ray. The plug-in enjoys the distinction 
of being able to create an unlimited 


quantity of fully editable smoke trails 
to a 3D scene. 

Peter Reilly, part of Glassworks’ R&D 
team, explains the plug-in’s capabilities 
further. “The smoke plug-in accurately 
represents the convection, billowing and 
expansion of smoke using many millions 
of implicit particles. Light can penetrate 
through the smoke, giving it a nice halo 
effect when backlit,” he says. “As the 
smoke is raytraced, it interacts fully with 
the scene, it's visible in reflections, it 
casts shadows, occludes objects and 
allows the camera to pass through it 
with ease.” Sounds like Glassworks’ 
animators will never be without quality 
smoke again. 

CONTACT: www.glassworks.co.uk 


Shots from the Glassworks-aided Cadillac ad. 


SHO SE 


Send in your showreels for the 


3D World Summer Showcase (the 


deadline is 29 June) for inclusion 


in our SIGGRAPH issue. 
CONTACT: 3tw.exhibition 
@futurenet.co.uk 


A free service pack update for 
Poser Pro Pack is available tor 
immediate download from the 
Web site below, courtesy of 
Curious Labs. A principal 
feature is the inclusion of 
plug-in support for hosting 
Poser scenes in 3ds max 4 
CONTACT: 
www.curiouslabs.com 


Microsoft has announced 

an estimated retail price of 
$299 and a release date of 8 
November 2001 for its Xbox 
console. The plans, outlined 

at E3 2001, stated that the 
console will initially be available 
at outlets throughout North 
America. The company assures 
us that 600,000 to 800,000 
units and between 10 to 15 
games will be available right 
from day one, but quite why it 
chooses to emphasise this is 
anybody's guess 

CONTACT: www.xbox.com 
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American company Numerical 
Design Ltd has signed an 
agreement with Discreet that 
will enable developers using 
Discreet's gmax development 
platform a direct export path to 
the Netinimerse game engine 
NDL's MAX/mmerse plug-in will 
allow gmax developers to export 
level content to Netimmerse and 
preview content in real-time on 
Xbox, PS2, PC or Gamecube 
platforms. For more information, 
visit the site below. 
CONTACT: www.ndl.com 
VERTI-GO FOR MAX 
Critical Mass Labs is currently 
offering a free download of 
Vertigo, its real-life physics 
simulator plug-in for 3ds max 
CONTACT: 
www.cm-labs.com 
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AND THE 
WINNER IS 


3D Festival has announced 
the categories for the coolest 
award of the year. The 3D 
Festival Awards, presented in 
conjunction with 3D World magazine, 
rewards outstanding achievements by 
European individuals and companies in 
the field of 3D computer graphics. The 
categories for this year are: 3D Animated 
Short, 3D in Commercial, 3D in Feature Film, 
Character Design, Game Intro, Logos & 
Idents, Student 3D Animation, Student 3D 
Still, Architectural Visualisation, Industrial 
Design, Excellence in Digital Art & Design 
~ The Digital Hall of Fame Award, and 
Community Contribution for good measure. 
The deadline for submissions is 31 
August, so it's time to get busy. All of the 
information about submissions procedure, 
rules, etc, is on the 3D Festival site at 
www. 3dfestival.com/award, and the awards 
are sponsored this year by Alias|wavefront, 
Avid, Compaq, Discreet and Newtek. 
Incidentally, the jury list is starting 


to look like a who's who of 
European 3D, with Mike 
Milne, Framestore; Shelley 
Page, DreamWorks; Anders 
Rénnblom, EFX Art & Design; 
Alex Morris, Hayes Davidson; 
Knut Ramstad, Telenor Expo, 
and your humble servant 
Ben Vost, editor of 3D 

World magazine already 
confirmed. Four more jury 


over this month. 
The 3D Festival 
organisers have also been 
busy booking speakers for 
the conference. For an up-to- 
date list of who is going to 
speak at this year’s festival, 
take a look at the site below. 
CONTACT: www.3dfestival.com/ 
conference 


Bronze balls replace 
Golden Globes at the 
3D Festival Awards. 
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== | Lara loses Cherry to monster gang 


ee The Mill recycles some of Tomb Raider’s CG to sell soft drinks 


— z si 
Effects developer 5D has = i he Mill has created a spin-off ' 
extended its 5D Media Workflow commercial from the forthcoming 
range of products with the 50 | Tomb Raider movie for Wild Cherry 
Cyborg (Commander). lt offers Pepsi. The ad was shot at one of the film’s 


an uncompressed real-time Pinewood studio sets and features models 


of stone soldiers which were originally 


film and video playback/output 
solution for post-production Se : f 
facilities, allowing users to view created by Mill Film. Live action was tracked 


full-frame SD, HD and film- in using 3D Equaliser, before 3D elements 
resolution output as it's output modelled and textured in Softimage|3D and 
from the original workstation. rendered using mental ray were added. The 


Gas Cannas Mill created a bouncy Wild Cherry Pepsi can 
available now. For configuration 


and spec info, pay a visit to the in 3D, which is ultimately responsible for 
site below. distracting the soldiers and saving Lara 
CONTACT: www.five-d.com from the clutches of her stony assailants. 
CONTACT: www.mill.co.uk 


The Davidson Centre in Jerusalem brings the past to life with SGI 


f=—— GI's Silicon Graphics Onyx 2 Israel Antiques Authority and the University of 

fem InfiniteReality 3 visualisation system is California. The theatre at the Davidson Centre 

—-= being used to power an exhibition in occupies an underground complex at the Israel 
Jerusalem, which reconstructs the Herodian Temple Antiquities Authority's Jerusalem Archeological Park, 

Mount as it would have appeared two millennia ago and is one of many such exhibits springing Toppan Printing Co collaborated with SGI recently 
before it was smashed to pieces by the Romans. up around the world. A similar SGl-powered facility to provide a high-resolution virtual alternative to 
Visitors can direct a virtual walkthrough around the in Mexico City is under development, aiming to Tokyo's Toshodai-ji Temple while the original was 
ancient site in real-time, zooming in and out and recreate the city plaza El Zocalo in Aztec times. being restored. For more info about SGI's large-scale 
changing direction thanks to the Onyx 2's 64-bit Elsewhere, Silicon Valley has played host to a simulation projections, visit the site below. 
dual processors and a visual model created by the reconstruction of Egypt’s Tomb of Nefertari, and CONTACT: www.sgi.com/go/museum 


‘AT PEPPER'S GHOST, WE ARE PUSHING 


THE LIMITS OF 3D ANIMATION AND EFFECTS. 


WE CHOSE THE IBM 
INTELLISTATION. 


Ben Lock, Head of Digital Production, Pepper's Ghost. 


The choice of Pepper’s Ghost. This cutting-edge TV animation production company 
chose IntelliStation because it's fast, powerful, reliable and well-priced 


The power to create. With up to 1.5GHz of processing power and up to 2GB of 
Rambus memory, it moves ideas from your head to the screen in record time 


Flexible graphic performance. Choose how you view with graphics solutions 
from Matrox (for 2D), NVIDIA and New Fire GL2 (for extreme 3D) 


Mega-fast, mega-secure, mega-reliable. The /BM IntelliStation M Pro is 
certified for 3DS MAX, Maya, Xsi and over 100 other design applications 


eapcerags IBM service and support. 3 year limited warranty. Plus for 
ons, Ask Engineering is an optional online resource for 
and software support 


‘ar 


really t 


individual he ardwe ar 


IntelliStation M Pro 


£2 ,397 exc VAT 


Intel” Pentium’4 Processor 1.5GHz 
512MB RDRAM 


£2,869 inc VAT + delivery 


18.2GB Ultra 160 SCSI hard disk drive SuccessLease for Business Finance 


Fire GL2 64MB 3D graphics 81 per month inc delivery + exc VAT 
48x CD-ROM (IBM IntelliStation M Pro, monitor sold separately) 
10/100 Ethernet 
Microsoft® Windows® 2000 Professional 
3 year limited warranty 
Part Number: K7T23UK 


ACT NOW 


Call 0870 010 2512 to gei the name 
of your nearest dealer 
or visit ibm.com/pc/uk/pushthelimit 


Lines are open 8.30am to 6pm Mon-Fri 


IBM PCs use genuine Windows’ Operating Systems. 
www.microsoft. Somipeney Sea 


3D world 
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Aero’s new ad Stars a hula-hooping rodent 
created by Glassworks and Passion Pictures 


ot on the paws of CFC’s Guinness squirrel comes 

an equally ambitious 3D rodent, courtesy of a 

collaboration between Glassworks and Passion Pictures. 
The advert, created by Lowe Lintas for Aero chocolate, centres 
around a scene in which a businessman buys a chocolate bar 
from a newsagent and is offered the mouse as a bonus. The 
mouse performs an incredibly realistic hula-hoop routine, 
complete with a flourish at the end, but is still passed over in 
favour of the confectionery and left to trudge off to his chunk 
of cheese under the counter. 

The 3D model of the mouse was created by Glassworks’ head 
of 3D, Alistair Hearsum, and based on choreography developed 
by Passion Pictures’ 2D animation director, Alyson Hamilton and 
visual effects director, Chris Knott. Glassworks was approached 
on account of its reputation for 3D animation, but also for its 
FurShader plug-in for Softimage, a proprietary development that 
Glassworks has been working on for the past three years. The 
plug-in enables artists to create an unlimited number of hairs on 
a model surface, which have dynamic movement capabilities. 
FurShader enables users to manipulate tip and root colour 
variables, density and the thickness and amount of tapering for 
each individual strand. The resulting hair is incredibly lifelike, 
even down to slight matting on the mouse’s forehead, and 
compares favourably with the appearance of Hollywood 
mouse Stuart Little, which Glassworks realised would be 
used as a furry yardstick. 

Animation and modelling took six weeks in total, with many 
revisions shared by Passion and Glassworks to ensure the mouse’s 
performance was spot on. The mouse’s believability was hard- 
won, according to Alistair Hearsum. “He had to move like a real 
mouse with realistic proportions and features. The look had to be 
spot-on, taking into account all the restrictive depth of field and 
motion blur you would get when shooting something that small 
on film,” he explains. The 3D was composited and edited into 
the live action footage using inferno. To see the hairy hoopist in 
action for yourself, visit the Web site below. 

CONTACT: www.allbubblenosqueak.co.uk 


inlimited transp: depth, new shadot 


or adv d realism new volumet 


ARIUS SCANNER 


The long-awaited photo-realistic scanning service from Toronto-based Arius3D is now available 
for customers from all walks of digital life, including game, film, product and multimedia 
design. The technology that the service is based on, dubbed Foundation, was initially developed 
by Canada’s National Research Council and represents something of a breakthrough thanks to 
its ability to simultaneously scan an object's true colour and geometry. The resulting scans offer 
microscopic-level colour data unaffected by ambient light, effectively by-passing the need to 
texture an object separately and also offering a quick way to group and separate parts and 
visually aid animation. The point cloud data also offers a fully scalable model, and models can 
also be either triangulated and decimated to a lower polygon count or selectively modelled from 
the point cloud data. Colour info from a scan can also be rendered out and created as a texture 
over-laid on a lower polygon count model, all of which should be beneficial to games developers, 
one of Arius3D’s many target markets. 

Arius3D has installed its systems in Utah and Toronto, with other service bureaus on their 
way, while portable units are also in the pipeline. To receive a quote or find out more about the 
technology behind the company’s service, call +1 905 270 7999 or visit the Web site below. 
CONTACT: www.arius3d.com 


Arius 3D’s scanning 
technology is the result of 
$20 million of research 
and development at 
Canada’s National 
Research Council. 


JULY 9-10 

Principles of Virtual Reality 
Sira and SPIE present a 
workshop about using 
virtual-reality techniques in 
engineering and related areas 
The two-day event takes place 
in Bromley, UK, and includes a 
presentation on CG principles 
for VR, covering illumination 
reflection and shading. Pay 


a visit to the site below for 
further information 
CONTACT: 


www.sira.co.uk 


AUGL 

SIGGRAPH 

Los Angeles is the venue for 
this year’s SIGGRAPH, as the 
mother of all computer shows 
once again promises a line-up 
of all the latest developments 
in 3D. The organisers are 
currently on the lookout for 
animations and art for this 
year’s show, so visit the Web 
site for details on how to enter 
your work and for upcoming 
amme details, including 


new developments 
CONTACT: 
www.sigegraph.org 
OCTOBER 12 
COMPUTER ARTS LIVE! 

Our sister magazine's digital 
arts party returns, with 
speakers, seminars, products 
and awards covering all bases 
of the joys of digital creation 
Expect an impressive array of 
Speakers in a London location 
CONTACT: 
www.computerarts.co.uk 


30 FESTIVAL 

Oksnehallen in Copenhagen 
will host the 3D Festival, 
Europe's largest dedicated 
3D event. Fun and games in 
store include speakers, 
awards ceremonies and all 
your favourite 3D exhibitors 
all co-sponsored by 3D World. 
See you there. 

CONTACT: 
www.3dfestival.com 


tive lab exploring brand- 


Northern Lights and Arete 
have released Psunami 2.0 for 
Electriclmage’s Universe Animator. 
The software has been used for 
numerous oceanic scenes in movies, 
and the new version consists of 
three integrated packages. The 
first, Psunami, creates ocean 
surfaces and geometry, calculates 
curved and linear boat wakes and 
applies bobbing motion to 
effectors. Ocean Optics contains 
algorithms for rendering aspects of 
oceanic appearance such as water 
coloration, glitter from light 
playing on the surface, reflections 
and refractions, and provides 
underwater views of the surface. 
The third component, Air Optics, 
is a Universe shader used for the 
creation of sky and atmospheric 
effects such as rainbows, haze and 
sunsets. Arete has also announced 
the release of version 3.5 of its 
Digital Nature Tools package for 
Softimage 3D|Extreme. 

Psunami 2.0 costs $499, or $149 
as an upgrade, See the site below. 
CONTACT: www.northernlightsprod.com 


WILDCAT 
RELEASED 


INTO EUROPE 


The Wildcat I1 5110 graphics card 
from 3DLabs, reviewed in the last 
issue of 3D World, is to be sold 
through local system integrators 
and OEMs in Europe. It's the first 
time Wildcat technology has been 
made available in this way, and is a 
response to pent-up demand for the 
cards in the European market. 
CONTACT: www.3dlabs.com 
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ink lines proved to b: 


character, which was modelled and animated 


in Alias|Wavefront’s package beforehand. Th 
hniqu i fied over to another 422 
commission, to provide the title sequence fo: 
foom ve th 0 tor, Andy Frith 
filmed live-action shots of people in 19 
regalia, rotoscoped them to create an outline 
iilustration style, then com ited them Into 
3D environments painted with Inkworks. “Thi 


ding 


ichieving the desired 


very robust, pi 


clean solution to 


look,” sald 4 intmator, Darren Oakes. 

he projec hich involved rotoscoping 
650 frames of animation and completion 
of plenty of 3D aspects, was conceptualised 
ind completed within a fortnight. 


ONTACT: www.422.com 


On your Macs, get set, go — 
Cinema 4D and BodyPaint 3D 
are now available for Mac OS X. 
Maxon claims the release 
marks the first professional 
3D application to be officially 
shipping for the OS, though 
the other major packages are 
unlikely to be far behind. 
Current Cinema users can 
download a free update 
installer from Maxon's site. 


CONTACT: 
www.cinema4d.com 


consist of hundreds of layers. 
CONTACT: www.framestore.co.uk 


Naked girls in the sky 


Framestore’s ad for gas pays homage to a Disney classic 


dvertising gas can’t be a particularly easy task, since you can’t even see it. 

Framestore’s 3D department sidestepped the problem by creating a Bedknobs 

and Broomsticks-esque parade of household objects flying across the sky to 
illustrate a return to British Gas. Framestore’s new Virtual Camera System proprietary 
software was used to create a 3D previsualisation, with Framestore claiming that its 3D 
camera offers far more flexibility and precision than a motion-control camera, enabling 
the company to take into account the speed and manouverability limitations of motion- 
control moves. The VCS allowed Framestore to place CG versions of all elements of the 
advertisement to be placed into shots, whether they were locked off or moving, for an 
accurate pre-vis. 

At one point in the proceedings, a squadron of bathing women flies over the main 
character's head. The baths were created in 3D and combined with motion-control 
green-screen footage of the bathers during compositing in inferno, part of the extensive 
post-production process Framestore undertook to grade the footage, add shadows and 
combine elements, many of which 


The sky shots for Framestore’s 
ad for British Gas were shot on 
location in South Africa and 
enhanced using Spirit. A final 
sunset shot was created in 
inferno. Still no sign of Mary 
Poppins, though. 


DREAMWORKS 
ACQUIRES 
PRATCHETT 


TRILOGY 


With over 23 million copies of his books 
sold worldwide, Terry Pratchett is one 
of the most successful authors ever, 
with each new release in his Discworld 
series catapulted to number one by 

his loyal following. DreamWorks, the 
company behind forthcoming animated 
feature Shrek, has acquired the rights to 
Pratchett's Bromeliad trilogy of fantasy 
novels: Truckers, Diggers and Wings, and 
plans to turn the first of these into an 
animated feature under the guidance 
of Shrek director, Andrew Adamson 

and one of Shrek's co-writers, the 
inappropriately named Joe Stillman. 
The trilogy tells the story of a group of 
creatures called nomes who live in a 
department store but find out their 
true alien origins when their home is 
demolished. “Terry Pratchett is an 
incredibly clever and imaginative 
writer, and | was drawn into the world 
of the Bromeliad,” says Adamson, “It’s a 
story that lends itself extremely well to 
being a film, and | immediately wanted 
to be part of its telling.” Keep an eye on 
the Web site below for further info. 
CONTACT: www.dreamworks.com 


Rev your engine 


Display developments set to supercharge game graphics 


fe . § ew 3D display technology resulting from the alliance between Criterion Software, 


] 
|| 


maker of RenderWare, and Hybrid Holding, maker of SurRender 3D, promises to 


u @ dramatically increase graphical realism for next-generation games developers. The 
new RenderWare dynamic VPS technology, or dVPS, rapidly and dynamically determines which 
objects to draw, freeing developers from the limitations of the pre-processed visibility data 
process. In the past, this approach has meant handling dynamic environments with more than 
a few special-case moving objects, which has been beyond the means of consoles and PCs. 
With dVPS however, its creators claim that richer, larger and more immersive 3D worlds can 


be created, with a near-unlimited amount of objects. 
CONTACT: www.hybrid.fi and www.csi.com 
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VIRTUE 3D AND 
SOLIDWORKS 

The SolidWorks Corporation 
has integrated Virtue3D into 
its SolidWorks 3D Instant Web 
Site CAD tool. Users can upload 
design data to a secure site for 
others to access the model. 
Virtue3D compression assists 
the process by producing files 
less than 5% of their original 
size. For more information, see 
the site below. 

CONTACT: 
www.virtue3d.com 


CYBELIUS RELEASES 13D! 
Conductor i3Di from Cybelius 

is the most recent solution for 
collaborative 3D viewing and 
manipulation of models to join 
Reality Wave in the marketplace. 
The new software, consisting of 
Conductor i3Di as an interactive 
3D interface and Sharemore for 
collaboration, can be used for a 
variety of applications including 
collaborative design, training, 
tutoring customers in the use of 
a product and teaching using 
complex objects. Conductor i3Di 
works by downloading an applet 
to all participants, allowing 
them to interact with, animate 
and modify database-driven 
models. The software supports 
one-to-one as well as one-to- 
many interactions, 

CONTACT: 
www.cybelius.com 


MAYA SHOCKWAVE 
EXPORTER 

Web designers can now export 
Maya scene cameras, lights, 
geometry and shaders directly to 
Director 8.5 Shockwave Studio, 
thanks to a new plug-in which 
is downloadable for free from 
the Web site below. The Maya 
Shockwave 3D Exporter plug-in 
consists of the Maya RT Scene 
Checker to optimise Maya 
scenes, and the Maya RT Export 
Express which facilitates fine- 
tuning of content. The plug-in 
is currently available as a Beta 
version for PC, though a Mac 
version is also promised in the 
near future. 

CONTACT: 
www.aliaswavefront.com 


IMMATURE 
ROBOT WOO0S 
CHILDREN 


Channel 5 in the UK has increased 
its output of programmes 
containing 3D, receiving rave 
reviews from its younger audience 
and doubling the ratings of the slot 
in which it appeared in the process. 
The station recently aired Roli Poli 
Olie, a remake of a cartoon short 
series from the 1930s which 
chronicles the growing pains of a 
young robot, The new version was 
produced by Canadian company 
Nelvana and has won numerous 
awards including a Gemini for Best 
Animated Programme and two 
Daytime Emmy awards. Spurred 
on by its success, Channel 5 is also 
debuting its fully animated series, 
Excalibur from Ellipse, which is due 
to air mid-September, 

Nick Wilson, controller of 
Channel 5’s childrens’ output, 
believes broadcast 3D animation is 
moving away from the stereotype 
he describes as cold characters with 
stilted movement working against 
B-movie sci-fi backgrounds, “With 
series such as Roli Poli Olie, top-line 
production companies are creating 
warm, imaginative stories with 
charming, lovable characters. As 
with any other genre, 3D will not 
suit every story or idea, but where 
it is appropriate and in the hands 
of professional and imaginative 
producers, it is an exciting area 
to be involved in,” says Nick. 
CONTACT: www.channel5.co.uk 


You’ve done a showreel, you’ve made your way at a succession of big-name 
companies and in some high-profile projects. Now it’s time to break out on 
your own —and here’s where you learn how 


epotistic, incestuous, cyclic. All these words 

describe the CG industry to a ‘T’. The same 

people change jobs with the regularity of a Swiss 

movement, and companies pay ever-increasing 
salaries in the vain hope that their star animator, TD or 
whatever won't move on to pastures new. Newcomers to the 
industry find it hard to decide which of the packages that they 
can’t afford they should concentrate on learning, and struggle 
to get their showreels even viewed by bored senior staff at 
established companies who've seen it all before. 


ALTERNATIVE VIEWPOINT 

There is an alternative, of course. Provided you have enough 
confidence in your own ability, and/or a nice, large contacts 
list; you can set out on your own. People don’t have to see 
the kind of world you inhabit - in these days of fat pipes and 
persistent Internet connections your home base could be in 
the Bahamas - bedroom artists are back in with a chance 
against global corporations. 

Even with the talent required to get work in 3D, having the 
ability to talk to companies and individuals to get that work 
requires you to be more than just an accomplished artist. In 
these multi-tasking days, you'll also have to have a facility for 


i Inspiration 


BY BEN VOST 


selling to dubious potential customers, the ability to account 
for your expenditures to your accountant and the discipline 
to work while the sun shines brightly through your window 
(and the moon, come to that). You shouldn’t be ashamed to 
take on flying logo work. As one freelance artist once told me, 
it’s the single most lucrative animation work you can do and 
while the general public aren’t savvy to just what is possible in 
3D, they can be impressed by a standard chrome surface and 
regular motion paths. 10 minutes work, a cheque for a grand, 
thank you very much. 

In the following pages we'll look at a series of start-up 
projects, from a plug-in coder to Oscar winner, Rob Harvey 
and see how they've managed to strike out alone. Along the 
bottom of all the pages are a series of comments from CG 
luminaries the world over. Read on. 


\ 
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3D Worldasked a group of 3D [c2) What would your advice be be looking at starting a 3D studio? 
professionals what they thought for anyone starting a company in 
were the most important things the 3D/games industry? 

about setting up a 3D company. 

The questions we asked were: [ce] Is this a good or bad time to Here's what they had to say: 


(cS) How do you see the 3D industry 
changing over the next five years? 


This ferrous fairytale is the brainchild of Scottish-based digital artist Brian Taylor, whose 
investment in an online work-in-progress diary is beginning to pay dividends BY OWEN BAILEY 


Head of Computer Graphics 
Y Double Negative VFX 
EMPLC S65 

WEB www.dneg.com 


[2] My advice is to invest time 
and effort in getting the right people 
rather than worrying too much about 
the right technology. Good people 
can do great things with very little, 


super software can't do anything on 
its own. 


[m=] It's always a good time if you've 
aimed yourself in the right direction — 


LS’s Rustboy is a Frankensteinian short film at the 
very earliest stages of development. In fact, it’s so 
% = embryonic that its creator is unwilling to release 

é ® anything but the vaguest of summaries about it, 
lest the creature's progress in the outside world is jeopardised. 
However, the moral of the tale, from a producer's perspective 
at least, is abundantly clear. “The most important advice | 
could give anyone these days is get yourself out there on the 
Internet,” says Brian Taylor, the animator behind Rustboy and 
one-man design company, XLS. “What other way could a guy 
sitting in his spare bedroom in Scotland possibly hope to 
achieve what I have managed in a matter of weeks with no 
budget whatsoever?” 

Since uploading his Web site and showcasing Rustboy, Brian 
Taylor's cinematic short has attracted industry-wide intrigue. 
The list of enthusiasts voicing their approval for his startling 
imagery is so imposing that he has become self-conscious 
about name-dropping them, maintaining that his original 
plans for Rustboy still stand — to create as good a short film as 
possible with the resources at hand. “I've had e-mails from the 
co-director of Final Fantasy, who mentioned his next project 


briefly and asked if I would be interested; the Farscape team 
at Animal Logic; various people from Blue Sky Stuc 
Centropolis FX; Jim Henson’s Creature Shop CG; Episode One 
designer Doug Chiang; various people from Pixar; a matte 
painter on Lord of the Rings, the list goes on,” he says. 


HOT UNDER THE COLLAR 

So what is it that’s getting such a respectable list of luminaries 
so hot under the collar? The first thing that springs to mind 
is the refined, cinematic photo-realism of the imagery, the 
obvious craft and technical prowess that has gone into 
creating the tantalising crop of QuickTime clips on the site. 
Brian's ability as a designer is not open to question in this 


the Mill started up in the middle of [25] In Film and TV we're going 

a bad recession in 1990 and was to see a whole new generation of 

a success pretty much from the directors who are totally at home with 

very beginning. the new technology, at the same time 
there'll be more CG people who really 


INSFres rion 


THIS SPREAD Rusthoytells the 
tale of a boy who is accidentally 

broughtinto a world which seems 
exciting but loses its appeal, The 
environments he travels 

. vary from supernatural a 
Wy to outside locations, and keeping 

; the look consistent has been one 


of the main challenges for the 
film's creator, Brian Taylor. 


respect, since he’s already won awards for interactive pieces that 
he’s produced. Rustboy began life as a Photoshop illustration and 
Brian makes a living freelancing for design and advertising 
agencies in Scotland as well as having a track record that includes 
working with state-of-the-art 3D software. But Rustboy’s visuals 
are made all the more impres from a technical viewpoint by 
Brian’s pledge to use Infini-D and Photoshop. It’s a decision which, 
if not exactly a vow, then at leas 

using software that’s supposedly beneath the professional 3D 
artist to produce some of the most accomplished budget 3D yet 
to grace a] 1p window. “I wouldn't say I’ve found it restrictive 
so far,” he considers. “The llenge of creating something using 


basic tools forces you to come up with ways of getting round 
problems, which in turn gives your work a bit more of a unique 
look. Whenever I come across a piece of software that makes 

it too easy to achieve a cool effect by just pressing a couple of 
buttons, my first reaction is forget it, because if | can press a 


couple of buttons, so can anyone else.” 


This unique look is one nourished by a celluloid diet consisti 
of Tim Burton, Jeunet and Caro and Ridley Scott, with a 
retrospective nod to Ray Harryhausen, old Disney and the sinister 
shadowplay of the expressionist Cabinet of Dr Caligari along the 
way. In direct contrast to the mad scientist Steampunk look of his 
character and dramatic rococo settings of his sequences, Brian’s 


understand how to integrate. This NAME Joerg Liebold [02] have no comment. [25] More character animation 
might lead to a totally new language JO8 TITLE Head of 3D Department and 3D animation jobs in film, 

of cinema that will blow away even ; COMPANY Das Werk GmbH {9=] Agood time, because 3D games and advertising industries. 
the best VFX that we've seen to date. A EMPLOYEES 60 computer animation is growing up. 


WEB www.daswerk.de 


eye is not informed by any formal training in the esoteric arts 
Of cinematography. “Whenever I see anything | like, no matter 
how small or insignificant it might seem, I just seem to store 

it in the back of my mind for possible use at a later date,” he 
says. “It’s not a conscious effort or anything, but it just kind 

of happens, and I find that Infini-D is perfectly capable of 
reproducing my vision on-screen.” 


RUST NEVER SLEEPS 

Rustboy may feature an isolated and despairing toy robot, but 
it isn’t without its suitors in the real world, A Canadian TV 
production company recently declared interest in turning the 
short into a series, and though Brian felt that, at a mere two 
weeks online, the project was not ripe enough for such a 
commitment, he hasn’t dismissed the possibility out of hand. 
Companies have offered various beta versions of software in 
exchange for using it as promo material, and freelance work 
has also been offered on the strength of the site. 

Even as we go to press, there is talk of a major development 
underway, which also remains under wraps. Such commercial 
momentum could tempt many entrepreneurs to transform 
XLS into a full-time 3D concern, but Brian’s masterplan is far 
from that. “Absolutely not, my experience has taught me that 


[D2] Take a good look at what your 

D Director company is going to offer over your 
ANY Stormfront Digital Pictures competitors that makes you different. 
EMPLOYEES One If the answer is ‘we'll be cheaper’ then 
think again. There are so many outfits 


offering low-cost services, it's only 
going to get harder to make a living. 


industry, and there are new media and 
new opportunities arising all the time. 


[=] It's certainly a good time to be in (5) If | knew | wouldn't tell you! 
business with 3D graphics. It's a growth 


E Frank Vitale 
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RUSTBOY’S SUCCESS DEMONSTRATES THAT THERE ARE RICH PICKINGS OUT THERE 
FOR INDEPENDENT 3D TALENT, ESPECIALLY WHEN SHOWCASED IN THE RIGHT WAY 


THE RUSTBOY PROJECT IS ENTWINED WITH THE WEB, and Brian 
intends to premiere the film online when complete. Its corresponding 
Web site is not only an extremely fine example of site design in its 
own right, but has plenty of insight into the 3D specifics of texturing 
and surfacing, examples of the character's origins and development, 
even its walk cycle. The diary section, providing a conceptual, 
technical and commercial progress report, has proved to be an 
unexpected crowd-pleaser. 

“| didn't expect to devote so much time to its upkeep at all at 
first, but when you've got a few thousand people a day expecting 
something of you, it’s kind of hard to ignore them and go and watch 
TV instead,” he says, adding his explanation of the interest it has 
conjured, “I think it reassures people that it’s a live, on-going project, 
and somehow that makes them feel a part of it. So even if I’m too 
busy to work on Rustboy at all in a particular week, as long as | explain 
this in the diary people are fine with that. If the diary wasn’t there, | 
think people would be much less inclined to revisit the site.” 
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[2] Don't skimp on design. Have a 
dedicated staff that does nothing but 
design, that is pencil and marker to 
paper design. If you have tight designs 
then the job of your modellers and 


texture mappers is much easier and 
much time will be saved. 


[=] I don't think there is a bad time. 
There is more and more 3D every day. 


If you have a talented team and you 
know how to market yourself then any 
time is a good time. 


] The mediocre studios will fade 


away and the true talented ones will 
rise to the surface. The marriage of 
technical know-how and artistic 

expression will become tighter and 


you'll start to see more superprojects 


such as Shrek. People will demand 
superb quality. It's all about vision - 
you have to have vision. 
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THIS PAGE 
By definition, Rustboy's 
surfaces are important to the 
character's realism. Each has 
a corresponding greyscale 
* map used for texture and 
reflection mapping. 


usthoy.com 


Brian Taylor is an award 


winniny illustrate 


whenever I start getting involved in a business, that’s 


When the problems start. This is a purely personal thing, 


INFINI-D LIGHT 


but I feel the need to stay small and independent,” he says. 


Rustboy’s success demonstrates that there are rich 
A POKE AROUND THE RUSTBOY WEB SITE reveals a breakdown of the ingenious methods 


Brian has used to persuade /nfini-D to convey the heightened sense of drama and atmosphere in 


pickings out there for independent 3D talent, especially 


when showcased in the right way, but Brian ultimately 4 : Sh : aa : 
; ° the short. A prime example, covered in a mini-tutorial on the Web site, is his use of multi-layered 


Infini-D renders with different degrees of blurring applied to selected elements in Photoshop to 
create a depth-of-field effect. When on the payroll for a 3D company in Scotland, he used to 


regards his 3D talent as a process, a means to an end. 


“The climate is always right for a good idea, whether it 


be 3D, 2D, digital or traditional,” he says. “In the case of sneak off to use /nfini-D in preference to top-of-the-line apps at the time because he could get a 


Rustboy, the majority of people who contact me simply better-looking job out of it in a fraction of the time. “I've used it for so many years now, and 


know it inside out, which is liberating in the sense that | don’t have to think about the technical 
aspects of the job and can concentrate on the creative aspects,” he says, yet is even-handed 


see a film that they like, a character they like — which is 


exactly the way it should be.” er. 2, 


in his criticism, describing its modelling capabilities as a let-down. “But it’s easy to do certain 


modelling jobs elsewhere and import them, and I’m not too big on modelling anyway and 


Visit Brian's Rustboy project site at www.rustboy.com for regular 
updates on his 3D techniques, and look out for clips from his short 
For further info on his other projects, visit www.xlSdesign.com 


try to get the feel over with lighting and textures, so it’s not really a problem.” 


/AME Christopher 'Flay' Stewart [2] Make friends and keep them. whether you're a small VFX firm ora work are gone. Even the small shops [m=] Faster, cheaper, better. Cost-wise, 
JOB TITLE Character/VFX Artist This applies to everybody from your large game company, you'll live bythem. | can produce sophisticated work you can place a consumer ‘gaming’ 
“OM PANY Freelance employees and other companies to your now and will undercut the larger rig beside a ‘massive workstation’ 


EMPLOYEES N/A financiers. A large part of the industry [C=] Prepare to be competitive, as the shops in price (as they did with DTP purchased a short time ago and the 
WEB Web: www.flay.com depends on personal relationships and, glory days of huge payouts for little and DTV). blighter will run rings around that 10 
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potting a gap in the market or the need for a new 
product is one thing, working out how to create 
the solution while keeping your head above water 
is quite another - especially if you're using the 
wife’s savings to fund your endeavours, Sampath Jagannathan, 
a London-based developer trading under the name of 
Poojyum, has managed to perform this delicate balancing act 
between domestic tranquillity and intensive programming for 
the best part of a year-and-a-half. “I would have thrown in the 
towel but my wife wouldn’t let me,“ Sampath explains, “She’d 
remind me that I was developing something fresh that had the 
potential to reach animators in every corner of the world,” 
These philanthropic motives alone don't pay the bills, 
however, and faith in Titan’s capabilities, introduced in the 
boxouts on these pages, was backed up by a mix of shrewd 
business practice and dedication to duty. Sampath’s 
background in graphics programming started in 1994 when 
he wrote an image-morphing plug-in for Autodesk Animator 
Pro, which led to experimentation with explosion systems 
using IRIS GL, the predecessor to OpenGL. His own excursions 
into animation made him realise just how tricky it is to get 
started, which has led to an abiding respect for the craft and 
which eventually persuaded him to take the plunge and invest 
his savings in the Alias|Wavefront Conductors program, an 
initiative which provides developers with labour-saving 
products, tools and macros. “Independent programmers 
aiming to be self-sufficient won’t compete with the big 
companies. They'll carve a niche for themselves to survive 
comfortably,” he says, “Big companies may lose some market 
share to these developers, but not enough to rock their boat.” 
The nature of developing proprietory software of this kind, 
coupled with the accessibility and minimal overheads of 
Internet business, means that time is the only real debt that's 
incurred, “Most R&D can be done with pen, paper and a 


grand paperweight. However, one piece —_into it has its way, the Web will become 
of software still costs more thanagood § amethod of delivery for (proper) 30 
workstation (or two). Expect the low- content. Something to keep an eye on, 
end to keep pushing the high-end prices —_ especially those in games, proficient 


down. If all the money they're pouring at working with minimal resources. 


(05) The animator drags 
the Titan slider to time the 
animation in the range (0, 
30). Ifhe drags fast, the 
animation becomes faster. 


[M=] Using the Frames 
Browser and the Frames 
List, the animator can 
intuitively select the 
keyframes he wants to 
keep and discard the rest. 


[c=] Using the Sessions 
Editor, the animator can 
compare, restore, 
re-arrange and discard the 
edited animation in each 
session in real-time. 
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Londo 


WWW.noojyum.cor 


jagan@poojyunicom 


Poojyum 


anew company developing 


plug-ins for 30 software 


NAME Andy Miller 
JOB TITLE Editor 


COMPANY 30 Festival Community 


EMPLOYEES Nine 
WEB www.ddfestival.com 
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Sampath Jagannathan relives the various rigours of 
developing Titan, a promising new animation timing 
and mo-cap editing plug-in for Maya 


BY OWEN BAILEY 


meagre brain. For Titan, my R&D costs were £3.98 - £1.99 for 
a notebook and another £1.99 for a felt-tip pen.” Sounds like 
he was ripped off for the pen, but Titan’s universal appeal to 
animators, reinforced by overwhelmingly positive feedback 
from the studios and animators that have taken it out fora 
spin so far, puts the sleepless nights poring over the 15,000 
lines of code and scripting that went into Titan in a more 
encouraging light. 

Sampath himself is content to stay independent, providing 
his project makes enough to fund his next project. “My aim 
with Poojyum is to continue writing programs like a writer 
writes novels,” he says, “But | would love to write programs 
from the top of a mountain one day.” 0 


Next month, 3D World will bring you an evaluation version and review of 
Poojyam's Titan plug-in. For more information about Jitan's capabilities, 
visit the Web site at www.poojyum.com 


(co2] First and foremost, haveaclear the key. Second, spend time doing 

idea of what you are offering. Many research, both about your client-base ‘ 
small companies have gone down and the competition. Third, write a full 

because they were too diffuse in the business plan and then do a ‘What if?’ ‘ 
services they were offering. Focus is disaster scenario. 


? 
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images that surround it are taken 
from the first film, which Richard 
Bazley created using Flashand based 
on the original hand-drawn 
storyboard images. 


THIS SPREAD Simon Hodgekiss 
modelled this experimental shot as a 
test for the forthcoming 30 
incarnation of The Journal of Edwin 
Carp {rom Bazley Films. The 2D 


From Iron Giant to sleeping giant — fresh from Hollywood’s animation empire, 


Richard Bazley’s new start-up has a battleplan for expansion and some 


good advice for newcomers 


x-Disney animator, Richard Bazley is sitting in a 
sparsely furnished room on an old WSest country 
army barracks, surrounded by boxes full of videos, 
CDs and crumpled paperwork. Has he gone 
bananas? No. These are in fact the tell-tale signs of an animator 
feathering his nest, and that nest is Bazley Films, his new 
animation venture. 
Richard recently traded the sunshine and glamour of Los 
Angeles for the predominantly rainy skies over Corsham Media 
Park in the English countryside, turning down the opportunity 


RICHARD REGARDS A DATABASE BRISTLING WITH 
CONTACTS AS A UNIQUE BUSINESS ADVANTAGE 


to embellish his CV with yet another high-profile project —a 
CG version of Spiderman —in the process. Despite leaving with 
little more than his short film, The Journal of Edwin Carp (see 
boxout) and a laptop for company, he believes the time is right 
to make the move, “It's now far easier to put certain projects 
together, like the Journal of Edwin Carp short, more cost- 
effectively and professionally than ever before because of all 

the packages available to you,” Richard says. “I'd always wanted 
to work with Disney as an animator and get that out of my 
system, but before I decided to do my own thing, | wanted to 


Likely problems include failing to 

pay on time (frequent!), equipment 
breakdown or loss, etc. Work out a 
worst case and if the business plan still 
works, look for constructive criticism. 


{=} Both. The bad side is that 
investor confidence is very low in 

IT at the moment. On the good side, 

| believe there will be an explosion of 
3D on the Net, so if you are working on 


e-commerce, e-marketing, 
online catalogues, e-learning and 
online entertainment, then the 
opportunities are probably better 
than in other areas. 


BY OWEN BAILEY 


learn all the skills of filmmaking and what it took to make a 
great film like The ron Giant - to understand the process before 
I started off on my own to try and achieve the same goal.” 


KNOWING ME, KNOWING YOU 

Aside from this technical expertise, Richard regards a database 
bristling with contacts as a unique business advantage, and in 
his case it’s integral to his plans. He cites Aardman as a model, 
and intends to be involved with commercial work from the 
outset, as well as pitching for outsourced work from the major 
studios and working on his original projects during windows in 
his schedule. “I can bring in a number of freelance animators, 
and to keep overheads down I'm able to expand and contract 
the project,” he says. “So, if I've got a sequence from the studios 
I can hire 15 animators and agree to pay them for three or four 
months, whatever.” Boxloads of showreels littering the studio 
emphasise the point - follow up your contacts, 

So for those without experience of pitching an original 
animation project to a major studio, is there such a thing as an 
ideal stage to do it? “It varies hugely, from a full-blown 130 page 
script and character design and a whole segment done — though 
I wouldn't recommend going that far—to a discussion and a 
scribble on the back of an envelope really,” he explains. “Either 
approach can sell, depending on getting the right executive at 


of technical data need to be included. 
3D asset trading will become a major 
part of the industry —just think of all 
those 2D image libraries! Avatars will 
become serious communication tools. 


[c=] In terms of Web 3D, two or three 
key technologies will dominate. A 
Graphic Description Language, similar 
to PostScript in printing, will become 
the standard for some areas where a lot 


JOB TITLE Director of Communications 


the right time and moment and whether it fits in with their 
strategy. I wish it was just about having a fantastic idea or story. 
There’s a whole other agenda.” 


SHOW ME THE MONEY 

When it comes to funding for a project, the quaint cliché of the 
introverted animator should be the first thing to go; according 
to Richard, get as many breaks as you can, secure sponsorships, 
form alliances with people and network is the mantra. “There 
are different levels. Disney is the ultimate self-marketing 
machine, but PR is important. Unless you get out there and put 
yourself about it doesn’t make a blind bit of difference how 
good your film is,” he says. Bazley Film's first product, The 
Journal of Edwin Carp, was a 2D Flash short sponsored in part by 
Wacom and Macromedia, and Richard expects the forthcoming 
3D sequel will also benefit from some sort of sponsorship. 
Funding can come from the least orthodox of sources, and as 
far as Richard is concerned, it’s best to cast your net high and 
wide, considering European funds, government initiatives, 
even those of other countries. Animation also has a timeless 
quality which can be capitalised on by the ambitious start-up. 


NAME Nairi Welman (02) Don't spread your talents too 


thinly — and put the talent in the right 


COMPANY Mainframe Entertainment, Inc place. Don't have your creatives 
EMPLOYEES 350 running the accounting or business 
WEB www.mainframe.ca affairs end of things and vice versa. 


FoOCTFILE 


Corsham, UK 


www.bazleyfilms.com 


richard@bazleyfilms.com 


Richard's 
previous animation credits 
include a variety of animation 
and supervisory roles on The 
Iron Giant, Hercules, 
Pocahontas, Osmosis Jones 
and Who Framed Roger 
Rabbit? He is currently setting 
up Bazley Films at Corsham 
Media Park. 


[d=] The landscape certainly has 
changed over the last four years, 
Studios in the US are folding or 
spinning off into other businesses 
at this time. But if you have a good 


BAZLEY FILMS’ FIRST PRODUCTION, and Richard Bazley’s directorial debut, is a Flash 
animation entitled The Journal of Edwin Carp. Based on the 1954 book of the same name 
written by the late actor Richard Haydn, it tells the story of an idiosyncratic English gent 
and his eccentric exploits. The book was illustrated by the legendary Ronald Searle, and 
Richard Bazley’s own take captures the spirit of the his line-drawn style using Macromedia’s 
Flash. However, the sequel to Edwin Carp, currently in pre-production, is to be a line- 
rendered 3D creation that will use Cambridge Animations Inkworks system together 

with Maya, a system Richard used when he animated and supervised the CG for Drix, a 
character in Warner Brothers’ forthcoming film Osmosis Jones. Test animations feature 
elements of motion captate, and Richard has ambitious plans for the short film's 3D 
environment, which can’t yet be revealed. 

The initial Flash short was narrated by Hugh Laurie, who agreed to do the project on the 
strength of a script and storyboard featuring Richard's own voiceover and some colour 
tests. Once the narration was recorded, Richard matched the animation to the dialogue, 
which he was able to do because there was no lip-synching involved. The Journal of Edwin 
Carp will shortly be featured in the festival programme, and is featured in the Flash 5 Bible, 


“You can target individual investors who'll be inclined to do 
something a little bit unique like animation because they liked 
it as a child or whatever,” he suggests. “If you asked them to 
invest in the latest vacuum cleaner, they might not be so 
interested, but an animated feature has a charm and interest.” 
Another approach to attracting investors is of course to win 
acclaim with your shorts. Richard cites John Lasseter’s Luxo Jr 
and Tin Toy and Nick Park’s A Grand Day Out and The Wrong 
Trousers as perfect examples of the route to success he hopes to 
follow, with a feature-length animation the ultimate goal. 
Although he acknowledges that starting up a business 
without some of the advantages Bazley Films enjoys is likely to 
be hard work, he retains his faith in the sense of discovery that 
leads people to produce outstanding work in the first place. 
“The way is to get a product together as effectively as you can 
and then start getting it out there,” he says. “Oil rises to the 
surface, and it will come through in the end.” 3D 


Pay a visit to the Web site below for more information about Bazley Films 
and The Journal of Edwin Carp, its debut animated short. 
www.bazleyfilms.com 


solid business model, and this goes for 
any business, there's no reason why 
you shouldn't start a company now 
and do well at it. 


(C3) It’s a cyclical industry just like 
any other. Right now, this minute, itis 
in a downturn, but that's a Hollywood 
business community reaction to big- 
budget fx movies. 


LOLA 
HOST 


Starting up is hard to do, even with an Oscar winner 
onboard. So how did this London-based company 
find its feet in the competitive 3D market? syanpystour 


ue to the plummeting cost of kit over the past 

couple of years, setting up on your own has 

probably never been as easy financially as it is in 

2001. Getting a client base, keeping it, finding 
talented staff, decent premises and all the other components 
that go to make up a successful business remains as challenging 
as ever. 

Paying for the equipment, though, is far more simple. Lola 
Post co-founder Grahame Andrew recalls spending £750K 
while working at Cell on flame when it first came out. Lola’s 
current flame, bought last year, cost a relatively inexpensive 
£200K, and its three Softimage|XSI seats were put together for 
well under £10K each. 

Given those figures, it’s not surprising that the boutique 
facility is one of the main growth areas in the 3D industry, 
and there’s an increasing trend for employees to bail out of 
their jobs with big companies and set up on their own, Lola 
is one of the prime examples. Set up by Andrew and Oscar 
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||) Great Portland St 
London 


Www. lola-post.co.uk 


info@lola-post.co.uk 

' Twinings 
One; Thorpe Park Detonator 
Vortexand Zoula 


THE BOUTIQUE FACILITY IS ONE OF THE INDUSTRY'S 
MAIN GROWTH AREAS, AND THERE’S AN INCREASING 
TREND FOR EMPLOYEES TO SET UP ON THEIR OWN 


It's funny, but when a regular movie 
does badly, they blame the director or 
scriptwriter or actors. But when an 
animated movie tanks the whole 
animation industry is held up for 


scrutiny and blamed for the failure. 
We'd like to change that by making 
top-notch TV and films in 3D 
animation that have a reasonable 
budget, and we're well on our way. 


NAME Greg Uhler 


JOB TITLE Producer on Myst III: Exile 


COMPANY Presto Studios, Inc 
EMPLOYEES 28 
WEB www.prestostudios.com 


winner Rob Harvey (awarded for his work on Gladiator), both 
were driving forces behind the establishment of Mill Film as a 
world-class effects house, before leaving the company just as 
Gladiator was wrapping up and heading back into the world 
of commercials production. 

The mechanics of how they did it are interesting. While they 
considered acquiring venture capital to start the business, they 
were unhappy with the large chunk of the company that the 
venture capitalists wanted in return (between 40 and 50 per 
cent). Therefore, and with London property prices being what 
they are, they raised the £400K approximate start-up cost 
against their own houses. 


EASY? NOT ABIT OF IT 

“All the books say that what you need is a business plan and 

I completely concur with that,” says Andrew. “You head off 
into a great big world of debt, you’re haemorrhaging money 

at some stages and what you really need to know is that it’s part 
of the plan - that although you're losing all this money at the 
moment, as long as you stick to this plan then everything will 
be fine. That actually gives you a lot of confidence as, even 
though you're ridiculously overdrawn, you know that things 
are on target.” 

Several factors have helped Lola during its launch into what 
Andrew admits is a ‘saturated market’. Andrew and Harvey's 
reputation within the industry is undoubtedly one of them, 
while another is that a key plank in the business model called 
for an aggressive ratecard. Then there’s good will. “The other 
thing you find when you're starting up is who is friendly and 
will help you and who won't,” comments Andrew. 


LO-LO-LO-LO LOLA 


Asa case in point, Lola has just finished co-post production 


[2] Look for some experienced 
people to be part of your team. They 
should have similar goals as the 
founders and experience making the 
type of games you want to make. 


2=) The games business is growing, 
though publishers are taking fewer 
risks than ever before. So, starting 
your own company is very risky, but it 
depends on everyone's situation. 


l INSPireaTiorn nes 


"APPROXIMATELY A QUARTER of Lola’s start-up costs has been tied up in renting premises. 


Central L< London — which is where its clients want it to be -is a nightmare when it comes to finding 
a building, with costs up < around the £36 per-square-foot per-year mark. Andrew estimates that 

yy this tally can be dropped down to as little as £8 by moving out of town, a saving of £22,400 a year 
on modest 800 square-foot premises. All the same, it remains one of the most difficult parts of the 


: start-up process. ; 


“The problem, you haye when you’ re starting up is that no-one will take you seriously at all,” he 
says. "You can’t get premises because landlords won't rent to anyone who hasn’t gota trading 
“record, 50 you f find yourself doing increasingly stupid things to get premises, like paying a year’s 


i ‘ enti in | advance a asa deposit and stuff like that.” 


work on a forthcoming major commercial for an extremely 
well-known telecommunications company with Smoke & 
Mirrors. This represents the company’s most high-profile 
project yet, following on from commercials work for 
Twinings and Thorpe Park. 

Numerous projects have also been pushed through the 
constantly booked flame suite, while persistently bubbling 
under has been work - both 3D and compositing - on 
Henson’s current Jack & The Beanstalk production. 

Even so, money remains tight. Lola has just moved to larger 
premises, having rewritten the business plan to absorb the 
additional cost, and that imposes a new set of constraints. “It’s 
a real cashflow problem time for us,” admits Andrew. “So, for 
example, | managed to find some fairly good second-hand 
operator chairs for £25 each, where most people spend about 
£1,000 on theirs. You have to get quite inventive with the way 
you do some things, calling in favours and so on. But people 
help you out too — and that’s clients as well as peers,” — 
concludes Andrew. Cad 


companies will require well-rounded 
employees whe can do many different 
tasks. | also predict that the smaller 


[c3] I feel that as games require larger 
and larger budgets, people will become 
more specialised in what they do — 
much like employees for film and fx 


companies have become. But smaller will be taken care of automatically by 


details such as cloth and hair movement 


LJ) Andy Stout is a freelance writer specialising in the post-production and 
computer graphics industries, and is a regular contributor to 3D World. 


FAR LEFT Softimage/3D work 
for Twinings. Andrew flits 
between 3D and XS/. “You 
have to he careful what you 
use XS/for as there are some 
gaps init still,” he says, though 
he rates the interface into 
mental ray and the animation 
tools highly. 


LEFT CENTRE A shot from 
the Twinings commercial, 

the ladybird being created in 
Softimagel3D, animated using 
Multiped, and then deformed 
on to the leaf. 


ABOVE One of Lola’s Thorpe 
Park commercials. Shot 
against bluescreen, the idea 
was to simulate the movement 
of as-yet unbuilt rides for 
which Lola created a full 

3D animatic to guide the 
cameraman through the 
camera moves. 


ABOVE RIGHT More 

Thorpe Park. 3D backgrounds 
were dropped in after the 
bluescreen shoot, which at 
one stage included, according 
to Andrew, ‘most of Surrey’. 


Pay a visit to his Web site at www.stout.demon.co.uk 


the software that the artists are using. 
This will allow artists to be much more 
productive and will hopefully translate 
into more original ideas and more 
content for the end user. 


BET SPECTIVE 


GARRICK WEBSTER 
is the editor of our sister 
magazine, Computer Arts. 
www.computerarts.co.uk 


The fact that there are so many 3D packages on the scene does not 


necessarily mean the market is healthy 


ot long ago, | commissioned a writer to review 

a new 3D application. He went off to concoct a 

review, the opening line of which read, ‘Oh great. 

Just what the world needs, yet another piece of 
3D software’ 

| can hardly say | was surprised. While there are four or five 
really well-known professional 3D applications out there — 3ds 
max, LightWave, Softimage, Maya and Cinema 4D — there are 
heaps and heaps of other contenders waiting in the wings for 
their big chance. Our writer simply articulated what a lot of 
people are thinking. 

Fair enough, several of the fringe applications out there 
only aim to dominate a niche in the market by doing one or 
two things very well, leaving the rest to someone else. The 
modelling area might be a good case in point. Amongst the 
general 3D applications, however, a feature-set rat race is 
going on. Maya version X arrives with this animation tool, 
and soon Softimage Y has something similar. 3ds max 44 
comes along with new rendering options, and before long 


Cinema 4D XL 45 is on the doorstep, also 

tempting us with a new roster of rendering 

resources. These updates are coming thick 

and fast, which only adds to the confusion 
And there is confusion, believe me. The 

single most commonly asked question 

I'm posed by our readers is: “Which 3D 

application should | buy?” The question 

is almost impossible to answer, and the 


BY GARRICK WEBSTER 


reason for this is that in each price bracket nearly all the 
applications available are pretty damn good, both in terms 
of quality and value for money. Another writer of ours once 
advised a reader that it didn’t matter what application they 
chose, only they should spend more time concentrating on 
getting a comfortable chair for the long hours ahead. 

This being the case, I’m led to wonder exactly how 
developers of 3D applications actually make money. These 
tools are complex to program, test and debug, and due to 
that feature-set rat race there’s constant pressure to add more 
to them. There are certainly a lot of 3D users out there — if 
there weren’t, Future wouldn’t publish 3D World. But it's very 
doubtful there are enough to support the 20 or 30 different 
companies out there who are shooting at the same gaggle 
of geese. 

Just look at other creative markets. In mainstream 
Web design, Dreamweaver is king. Photoshop has no real 
competitors in photo-manipulation. It’s the best and it stays 
the best by being the best. So why isn’t the 3D market like 


ARE THERE ENOUGH USERS TO SUPPORT THE 20 OR 30 
COMPANIES SHOOTING AT THE SAME GAGGLE OF GEESE? 


this? It’s possible that some 3D developers are kept afloat by 
bigger parent companies with vested interests. For instance, 
someone looking to dominate in broadcast video would want 
to zip up the 3D graphics aspect too by offering loss-leading 
tools to complement their editing and effects software. Some 
houses exist merely as tax write-offs for bigger holding 
companies. Somewhere along the line, however, something 
has to give. The only question is: when? Drop us a line and let 
us know what you think. 


Europe's leading cross-industry meetingplace and ma 


or dig 


technology, art and design. The Festival is about meeting people, sharing 
experiences, and getting new ideas. It is a celebration of European3D 
creativity, and is a source of inspiration for the 3D community. 


Q 
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Call for entries 
3D Festival is now accepting entries for 
the Awards 2001, This is your chance to 

win the Digital Hero Trophy and to be 
recognised as one of the 3D heroes of 
today, whether you work in animation, 
architecture, games development, 
industrial design or any other discipline. 
For information about categories, rules and 
entry proceedures visit www.3dfestival.com 


Join our Newsletter and WIN! 

Win a 4 day Conference Pass worth more 
than £500 when you register to join the 
3D Festival Newsletter. Get all the hottest 
news from 3D Festival and European 3D 
Community delivered to your desktop. 
Click into www.3dfestival.com/newsletter 
for your chance to win. 


3D FESTIVAL AWARDS 2001 


Gain recognition for Your EXPRESSIONS 


The 3D Awards reward outstanding accomplishments in 3D artistry and creativity by European 
companies and individuals. Let your creations be a part of tomorrows 3D statement. 


Final deadline for entries: 31st august 2001. 
For more information visit www.3dfestival.com. 
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FEVELaTion 


CONTACT 3D WORLD 


LETTERS, OPINIONS, 
EDITORIAL QUESTIONS 
3dw.views @futurenet.co.uk 


NEWS LEADS AND 
INDUSTRY STORIES 
3dw.news@futurenet.co.uk 


IMAGES FOR THE EXHIBITION 
3dw.exhibition@futurenet.co.uk 


TECHNICALAND 
CREATIVE QUERIES 
3dw.ganda@futurenet.co.uk 


CONTRIBUTIONS 
TO OUR COVERDISC 
matt.gallimore@futurenet.co.uk 


MOVERS AND SHAKERS 
INFORMATION 
owen.bailey@futurenet.co.uk 


10 ON MATISSE RAC AAV 1 ASS 


To express an opinion on anything related to 3D creativity, 
raise an industry issue or comment on matters of editorial 
policy, simply send an e-mail to 3dw.views@futurenet.co.uk 


SUBJECT: NOT SO SUBTLE 
I'm a big fan of your magazine, 
and have become a regular buyer 
since issue 7. | knew about 3D World through my friend. It was 
issue 5, and | was amazed with what | saw — the Exhibition, the 
reviews and the free software — just what I've been waiting for 
along time. | recently graduated from IBA & got a diploma in 
Architecture (Institute des Beaux Arts, situated in Lebanon). I'm 
very interested in the CG domain and wish to pursue my studies 
in this field. | know a lot about 3ds max, so Pete Draper's tutorials 
received a very warm welcome. In fact, they were awesome. For 
study, | was aiming towards Sydney, Australia, but | can't seem to 
get any help out of the Net because it's not clear to me what this 
major is called — so | end up stuck for hours running through the 
courses given in any ‘suspicious’ major, trying to find a match. 
Would you be kind enough to guide me to the universities in 
Sydney providing this major of study, just like the one mentioned 
in issue 11, situated in the UK? If possible, could you also send 
me the e-mail address of Aaron Ellis who's studying in Sydney 
and e-mailed you in issue 11? The title was Subtle Begging Letter 
- come to think of it, mine doesn't seem so subtle! | thank you in 
advance for any help you can provide, and hope you keep up 
your good work. It's nice to see what a pro can do. 
Sami Jamal ddin (obeid_maher@hotmail.com) 


I've included Sami's e-mail address for anyone wanting to tell him of 
a good course in Sydney, or for Aaron Ellis to contact him. 


SUBJECT: HANDS ACROSS THE WATER 

The Bill Fleming hand-texturing tutorial in the April issue was all 
well and good but the most vital part was missing. He doesn't tell 
us how a texture that is essentially drawn over a planar template 
is applied to a hand model without it streaking down the sides! 
Surely, in a case such as this that's destined for high-resolution 
rendering, each finger and thumb would be mapped separately 
with a cylindrical map, as would the remainder of the hand? 
Now, a tutorial that gives the lowdown on techniques to 
seamlessly blend a cylindrically mapped arm/finger/leg to a 
cylindrically mapped chest/hand/hip — that would be useful. 
How about it Bill? Anyone? 

Roosterboy, via e-mail 


Bill says: Actually the hand could be mapped a number of ways, but 
the most effective way to map a hand is with a planar map from the 
top and bottom, using Alpha-mapped planar projections from the 
sides for the sides of the hand and fingers. A cylindrical map for the 
fingers sounds logical but only results in pinching of the fingerprint. 
Pinching and stretching also occurs when you cylindrically map the 
hand. When striving for photorealism, Planar maps are the most 
ideal solution. 

When using planar maps, you first make the hand one material, 
and then paint the map that represents the surface with the most 
exposure, such as the top or bottom of the hand. Then you apply 
the texture, which will invariably stretch down the sides, But this 
is resolved by projecting an Alpha-mapped texture from the sides. 


SUBJECT: LOW POLYS 

Seeing as the computer games industry 
is one of the biggest users of 3D graphics 
(and makes more money than both film 
& video combined) why are there never 
any game-related tutorials in 3D World? 

| am desperate for a job in the games 


industry but without any experience, 


I'm finding it rather hard to get anyone 
to even answer an e-mail. I've found 
= Pes ing,low- olyicharacter creation and 
‘e 2s nv Qn C in far harder than 
high-poly filen ite elated 3D, not only 


because of the many constraints 
but z due to the wealth of 


a rials available for the latter 
(many thanks to 3D World and your 
excellent Work in this area). | think I've 


finally got my low-poly skills sorted, but 
how am | to know if | haven't got some 
kind of yardstick to measure up against? 
Thanks for listening and if anyone has 
any advice on this employment problem 
or would like to see some work, then 
please contact me. 

Tom Stanton, via e-mail 


Great magazine with some top creative 
ideas ~ especially for those new to 3D. 
Upon recently looking through the 
recruitment adverts in your magazine, 
however, | noticed that many of the 
computer games companies are looking 
for 3D modellers with experience in low- 
poly work. I'm sure that creating low- 
memory models with a low-polygon 


count can be achieved using polygon- 
reduction software, but how about 
running a feature on how to get the best 
results when directly modelling a low- 
polygon object such as a Lara Croft-style 
character? Tips on how to use texture 
mapping to best effect while still keeping 
memory low would be great as well, as 
most of the images you would create 
would take up no more than a third of 
the screen on a low-res PlayStation or a 
TV. Many thanks. 

Mike Vessey 
mvessey@mdseyesys.freeserve.co.uk 


It's true that we haven't run anything on 
modelling for games yet. Expect something 
in coming months. 


3D world 
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The edge of the Alpha map is feathered to blend to the map below. 
This technique ensures there will be no pinching, which is the result | FROM 
of a cylindrical map. 

3D artists rarely take advantage of Alpha-mapped textures, 


THE 3D WORLD FORUM 


SUBJECT: RESOLUTION SOLUTION 


yet they are utterly essential for creating detailed and accurately BLUEICEbLACK: OK, | know many of you (possibly most of you) don't have to worry 

mapped textures. about this but here goes. At what resolution should | have to render an image to get 
good quality, up to A4 size? | recently rendered a still at 3,000 x 2,000 but it still prints 

SUBJECT: QAND HAY? blocky. What am | doing wrong here? Any suggestions would be appreciated. This is 

While | enjoy the ins and outs of your magazine every four weeks, new ground for me. 

| have to pick a hole in one of your features, namely the Q&A 

section. There are two notable problems. The first is that | am an Ben Vost: | guess we can answer that question since we print pictures for a living. Basically, 

XSI user and you very rarely give tips for us Softimage monkeys. when you render from your 3D package, nine times out of 10 it will only render at screen 

Thessecond is'that\l'm:dubious about the usefulness of the res (72dpi), but printers can handle much higher resolutions, particularly offset litho 

section at all. Wouldn't it be better for readers if they gota machines — the things that get used to output our magazine, for instance. Rendering at 

tutorial devoted to their application every so often, rather 3,000 x 2,000 should be enough to get reasonable-quality output on any /evel of printer, 

than just a single page of explanation of a fairly simple point? but you may want to change the dpi setting of the image in Photoshop (or whatever) to 

Perhaps a news page devoted to novel things for the different something like 250dpi, to make sure that it prints properly. All full-page images in 3D 

packages every issue would be a better use of space? | don't World are at least 3K x 3K. 

know, | just think the pages at the moment are a bit boring. 

Shelley Kidd, via e-mail 3D World's forum will have moved to a new home by the time you read this. Make sure 


you catch up with the news at: www.futureforums.co.uk/creative_3dworld 
What do other readers think? 3D 


www, 3Dworldmag.com 
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BY ALEX LINDSAY 
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All the images for (e) 


these tips can be 
found on the cover CD 


here are many books on texture maps, but rarely do they 
just give you the gems you need to make really great 
texture maps. Hopefully, the following tips will save you 
the hours of frustration over the years that | had to go 
through to accumulate them. Remember that they are tips and not 
rules. Everything has its own rhyme and reason. 
| have broken the tips into four sections: Theory — how to think about 
surfacing; Shooting — how to acquire photo elements; Basics — stuff 
everyone should know; Advanced — where it really gets more fun. 


Alex Lindsay has spent 15 years in CG, working on movies such as 
Star Wars: Episode One, and is now employed by dvGarage. Take a 


look at its site at www.dvgarage.com 
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THEORY 


1. PAY ATTENTION 

\f you do a lot of texture work, there is never a good 
feason to be bored. The warld is your teacher. When 
you are waiting for your next lunch date, or a plane, 
or bus, take the time to explore whatever is around 
you, Absorbing information slowly is infinitely easier 
than trying to‘cram. 


3. ADD THE UNCONSCIOUS STUFF 

Most artists don’t add Useless elements to their 
texture maps, Which\is why you want to. Think 
about where you can add stickers, stains and 
random details that are only semi-related to the 
scene. This stuff exists everywhere in the real world 


4. TAKE SCALE INTO ACCOUNT 

We as humans make quick decisions about what 
We're looking at through very subtle elements. 
When We see something with lots of small and 
intricate details, we tend to imagine scale. By 
creating lots of fine elements, you can actually 
increase the perceived size of an object. 


5. USE PROCEDURAL TEXTURES WITH CARE 
Procedural solutions are good but procedural 
textures are dangerous. 95% of the time, they look 
procedural and make your work look amateurish. If 
you're going to use procedural shaders, try to mix 
them with photographic elements and try to never 
Useithie default settings. 


6. DO AS LITTLE BY HAND AS POSSIBLE 

Try to avoid painting lots of details by hand. Face 
it, you consciously only seea fraction of the world 
and trying to paint it will reveal this fact as Well as 
draining you of valuable time. You can build the 
base components by hand but always look for 
procedural ways'to add a finish that has more 
detail than you can’see 


2. STUDY THE WORLD 


WHEN YOU'RE THINKING about how 
something should look, go and find out. 

Or better yet, start collecting samples of the 
world along your daily path. Not only will you 
have a great library, but you'll develop a great 
eye. The actual process of searching for details 
causes your eyes to focus on things you never 
saw before you began. This practice will make 
more of a difference than almost anything else 
you can undertake to improve your skills. It 
may seem like a simple idea and not related 
to 3D, but that’s why most people miss it. 
Training your fingers is easy — it's your eyes 
that are far more challenging. 


7. WHAT’S THE HISTORY? 

When you start out, think about where the object 
has been. Who owned it? How did it get here? 
Thinking about the history involved will make the 
process almost quide itself. You are not creating 
a texture, you are recreating a picture that you 
already see. 


8. LOOK AT OBJECTS AROUND IT 

Think’about how surrounding objects WOulg@ianeat 
the surface you are working on. A plantépWiliieave 
stains on the floor and a window will fGUSiWaler 
and increase wear underneath. 


g. LOOK AT THE ENVIRONMENT 

Look at what the object has to endure /Si=insig@eror 
out? Is itin the sun or in the shade? W@Uld passers 
by hit it? AllOf these questions will createlanswers 
that make your next steps obvious. 


10, FEW THINGS ARE 100% ANYTHING 
No attribute should be 100%. Nothing in the 
world is pure. 


Here's Liz, Jack, and Tom from dvGarage shooting reference 
images at Alcatraz. 


11. PAINT LIGHTING 

Many times, lighting a complex scene can be really 
difficult. Sometimes, you're making it harder than 
you need to, You can add soft shadowing and 
highlights with texture maps and save hours of 
manipulating lights to get exactly what you knew 
you wanted anyway. 


12. DON’T MODEL WITH TEXTURE MAPS 
Texture maps need to be subtle, You can‘t replace 
geometry with them, Think of them as the dessert, 
not the main course 


13. MATCH MODEL ELEMENTS 

Look at what your model Is doing when you're 
adding maps. Are the objects turning? How does 
object A affect object B? By looking at these detalls, 
you can bring integrity to the overall scene 


SHOOTING 


14. QTVR REFLECTIONS 


A little-known trick for creating great environment 


Maps is through QuickTime VR tools. Ifyou’'re trying to bring an 
OD/EctiNtora liVe-actionscene, Consider using a QTVR rig and 
SHOOLNG a Panorama im the place where your object will reside 
You Can then stitch it together and get a seamless environment 
that really reflects the scene. 


45. SHOOT MAPS IN DIFFUSE LIGHTING 

IPYou' Te shooting textures, shoot in diffuse lighting whenever 
possiblesyounwill blow out details less often and you will have 
less Gfazeqlighting to deal with. Once your texture is lit from 
a Ceitaimairection, you're committed to it in your scene, 


> =? 


FAR LEFT: 9 The damage 
from the barrel on the floor 
and the interaction between 
the metal and wood are key 
factors needed when tying 
the elements together. 


MIDDLE LEFT: 45 This 
image would make a good 
texture map but the hard light 
will make it impossible to 
apply ina CG scene correctly. 


BELOW LEFT: 2a You want 
to add large details like this 
later, not when you shoot 
your maps. 


LEFT: 3 It’s the random 
damage like the scraped 
off stickers and layer of 
dust that really fill the 
gap of consciousness 


ABOVE LEFT: 4 Two things 
communicate scale in this 
image. First, we see a trailer 
we can relate to. Second, we 
see a host of intricate details 
in the brick and concrete. 
Without the fine details, the 
photo would look like a 
collection of toys. 


ABOVE RIGHT: 36 If 

you don’t make sure your 
filmback is parallel to the 
underlying surface, you will 
get distortion similar to that 
displayed here. 


16. KEEP THE FILM PLANE PARALLEL TO. SURFACE 
When shooting textures, keep the film plane (or GGD plane) 
parallel to the surface you are shooting: If you do'this, you will 
avoid converging lines you will have to remove later. 


17. USE SLOW FILM 

When you are shooting textures, if you are using film (which will 
still be useful for another year or two), make sure to use a slow 
film — nothing gr@atéftHan 200 ASA, 100 ASAjs preferable. The 
faster the film, th@ more Grain and the harderitis to work with. 


18. USE PHOTOGRAPHS 

Don’t paint it if you'can find.it. Especially When you are re- 
recreating reality — the level of detail required is beyond What 
you.can often see consciously, so don’t try, With the advent of 
3.3, megapixel cameras, there's really no excuse. 


ig. APERTURE 

When shooting, you want to.use the’smallest aperture you can 
get away with (which means using the highestnumber). Why? 
Because the larger the aperture, the more shallow the depth of 
field is, If your depth of field is too shallow, you will get blurry 
vignetting,on the corners. 


20. FILM VS DIGITAL 

It comes down to.whether you are going to keep your Work Tor 
a long time. Film provides more resolution and greater colour 
depth. Digital is faster. If it’s for one-time use, shoot digital. If 
it’s for the archives, use still film 


21. LARGE DETAILS 

Avoid shooting maps with significant details in the image. You 
will have to paint them out later because they willirarely be 
general enough or shaded correctly. 


22. LENSES 
Try to shoot textures With along focal length. This will flatten 
out the distortion dramatically. 
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23. RESOLUTION 


HOW BIG SHOULD YOUR MAP BE? 
This question seems to plague animators 
constantly. The confusion leaves them 
creating maps that aren’t large enough 
to cut it or maps so large they adversely 
affect render times for no reason. Here’s 
the equation: [TMS = (SPS/VPP) x 1.5] - 
otherwise Texture Map Size equals the 
Screen Pixel Size divided by the Visible Map 
Percentage of the map all multiplied by 
1.5. Still confused? Example: If a quarter 
of your map will cover 400 x 400 pixels 
of screen space, your full map needs to 
be six times that (4 x 1.5) - 2,400 pixels. 


BASICS 


24. EASY ON THE BUMP 
One of the most common mistakes 3D artists make 
is turning their bump maps up too high. When you 
do this, you immediately lose scale, soften the image 
or calise aliasing. If you keep your bumps subtle, 
your object will actually look larger, sharper and 
more realistic. 


25. SEAMLESS DOES NOT MEAN 
REPEATABLE 

just because you gotrid of the seams doesn’t mean 
Youcan repeat the texture. Large visual elements 
will give away your trick. Something that repeats 
often needs to be either very bland or mechanical. 


26. WORK AT HIGH-RES 


Don’t build maps at the resolution you need them. 


tie tam image Layer select view window Hep 


Lighting Effects *F 


Artistic 

Blur 

Brush Strokes 
Distort 


mo Nolse 


Pixelate 


Render 3D Transform... 

Sharpen Clouds 

Sketch Difference Clouds 
Lens Flare... 


Lighting Effects. 


By defining the final displayed 
pixel size of given map, we can 
accurately figure out how big 
our texture needs to be. 


Build them at 50% to 100% larger than what you 
think you need. You can always scale them down, 
but scaling up never goes as well 


27. USE FREE DISTORT TO STRAIGHTEN 
IMAGES 

If you do get some distortion in your image, 
try turning on a grid in Photoshop and using 
the free distort to straighten it out. You need 
some extra resolution to handle the strétening 
but it’s fairly effective. 


28. REMOVE GRAZED LIGHTING 

THROUGH LAB 

You can remove grazed lighting in textdfepnetes 
by converting your image to LAB colouf DIGFing 
the lightness channel, inverting it and OVerlayingit 
back over itself, This process saves youlHGUISIOn 
handpainting or adding gradients. 


Lighting Effects 


29. CUT MODELS 
If you're having trouble getting something 
complicated mapped without stretching, cutting it 
is often the best solution. You can then deal with 
elements individually. 


30. PULLING PAINT 
Old pictures of concrete are great for removing 
‘paint’ from your-textures. Use then) toas selection 
maps to subtly delete sections of your clean work 
and bring a new level of realism to the surface 


31. GRUNGE BRUSHES 

Photoshop allows you to define your own brushes. 
This is a great tool'for creating grunge. Find small 
elements in images you come across and add them 
to your collection, The key is to. make the selected 
elements fairly high contrast and the selection 
something that doesn’‘tlook regular. 


32. USE LIGHTING EFFECTS 

One of the most useful texturing features is actually 
hidden in Photoshop, In the Lighting Effects filter 
dialog, you have a ‘texture layer’, This enables you 
to use a channel asa bump map, You can use this 
feature to\preview bump maps before you go 
through the process required to apply them to 
your object. lt Saves about three minutes for 

every iteration that could save you hours of 

work on a single project. 


33. GETTING RID OF PINCHING 

So what do you use Polar Co-ordinates for anyway? 
Well, for one, you take the pinches out of your 
spherical maps. Convert Rectangular to Polar and 
paint out the seam. Then convertfrom polar 

to rectangular, rotate 180 degrees and repeat 

the process. In the end, you'll have a map that 
looks rather funny flat but great mapped on to 
your object. 


je Easiest way is to use 
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Effects in Photoshopis the 
easiest and fastest way to 
check your bump maps 
before you bring them into 
your 3D application. 


5 It’s 
Samet ‘but the dark 
elements in this texture are 
far too prominent for itto 
be seriously considered 
a repeatable texture. 


: 33 By converting to 
Polar Coordinates, you can 
see the pinch you need to 
clone out to make you 
spherical maps work 
out correctly. 


' 32 Lighting 
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38. CA Mi ER A MA P 
|_| IF YOU'RE WORKING with gross details (matte paintings, 
cities, etc), think about projecting an image from your 
camera instead of orthogonally. This is the secret to how 
many of the big houses do big scenes. The three images 
you see here seem uninteresting until you realise that they 
are a single photograph mapped on to two planes and three 
cubes. The photorealism created in minutes would be 
extremely difficult to reproduce with standard 3D methods. 
You would have to match lighting, textures and shadows — 
even with global illumination, this would be daunting for 
most. Camera Mapping enables you to step past all of this. 


One of the grand secrets of visual effects is camera mapping, also known as image- 
projection mapping. It may be simple but the process has been used extensively in 
movies such as The Matrix, Star Wars, Mission Impossible, Star Trek and others. 
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MANY 3D ARTISTS seem to skip specular 
maps. Don’t. Specular maps are usually more 
important than bump maps when adding 
detail. Nothing has a perfect specular reflection 
and having your highlights conform to the 
changes of your surface is a must. In the image 
here, there’s no bump map (as most people 
would think) applied but there is a very 
intricate specular map applied. The break-up 
of the highlights push this image much closer 
to realism. You should never considera surface — Specular maps are often missed by computer 
graphics artists. But often, as in this case, they 


are the most important attribute. 


complete until the specular highlights have 


been broken up to some degree. 


LEFT: 42 Even when dealing 
with reflection objects, 

raytracing is rarely necessary 
to achieve an acceptable level 
of realism. 


«3 Amajor reason 
this puck works is basically 
due to the tight interaction 
between the diffuse and 
specular elements, 


RIGHT 


¥: 50 By mixinga 
repeating and high-frequency 
map with a low-resolution 
grunge map, we can keep our 
render times down while still 
getting an acceptable level 

of detail. 
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THIS SPREAD Scenes from 
DaCapo teaturing the musical 
powerhouse that is Octavia 
and Claude. 


movement matters — 


Over the next six issues, | will be discussing the art and science of 
character animation. Each article will be accompanied by a short 


animated sequence for purposes of illustration 


BY MARK BRIERLEY 


echanical functionality or poetry in motion? Two 
sides of the same coin, perhaps, but the character 
animator still has to grapple with the practical 
considerations of applying kinetic properties to 
innately inert objects while aspiring to create a convincing 
illusion of movement and existence. 
Cod philosophy notwithstanding, 
success lies in the careful structuring 
of the peripheral attributes of any 
given piece of character animation 
It is useful to think of an action as 
being part of a chain of events 
- individual maybe, but not 
independent: it does not spring into 
existence fully formed, and it does not leave without dropping 
off a calling card. For instance, some form of pre-emptive activity 
will not only set up the nature of the imminent movement, but 
also draw attention to a rapid action which would otherwise be 
over before the audience is even aware of it. 
So, to refer to the DaCapo sequence on the coverdisc for 
a moment, take the example of Claude pressing the rhythm 
button on his keyboard; a small movement in itself, but because 
of the preparatory gesture (lift right hand, lean forward, tip head 
back, fix gaze on target area, cock wrist, and...), the action is 


unmistakable. The fact that the button isn't visible (there isn't 


ALL GOD'S CHILDREN GOT 
RHYTHM, AND AN ANIMATED 
CHARACTER IS NO EXCEPTION; 
IN MOST ORGANIC MOVEMENT 
THERE IS EBB AND FLOW 


one) doesn't prevent this minimal action being clearly legible. 
Similarly, near the end of the sequence, Claude's actions 
telegraph and pinpoint his keyboard problem without recourse 
to zoom or close-up. This anticipation is expressed in three 
progressively urgent stages: realisation, speculation, and finally, 
extrication. Although the animation 
is notionally the same at each stage, 
there is a subtle difference in the 
amplitude of the activity; by just 
increasing the scale and extent of 
the animation ‘travel’, we have our 
attention focused on the nub of the 
problem (as, indeed, does Claude) 
and are well prepared for the 
imminent arrival of a comic event. 


DIRECTION OF TRAVEL 

Motion doesn't necessarily stop at the end of a movement. 
When Claude manages to retrieve his trapped hand, his body 
comes to an immediate halt while his head, arm and hand 
momentarily carry on in the direction of travel before snapping 
back into a hold. This whiplash effect exemplifies the kinetic 
independence and interdependence which every human body 
possesses. If everything came to a halt simultaneously, it would 


seem that a power cut had occurred, a freeze-frame rather than 


a natural break in the action. This attention to over-lapping 


animation is an integral part of the character animator's art. 
Consider Octavia's dance routine (more of a jiggle, actually): if 
all the components of her movement — hanging arms, bobbing 
bunches and the like were animated on fully superimposed 
animation cycles, her overall appearance would be rather stiff 
Delaying certain elements by sliding those cycles incrementally 
a few frames along the timeline will introduce a swing to the 
mechanics of the movement. As a general rule, the further 
removed an attached object is from the centre of the hierarchy, 
the greater the delay. With Octavia - taking her hips as the 
starting point — her arms are delayed by two frames, and her 
bunches by four, for example. 

All God's children got rhythm, and an animated character 
should be no exception. In most organic movement patterns 
there is ebb and flow, periods of activity interspersed with 
moments of rest, therefore the animated hold should be viewed 
as an essential part of the animation process — a significant 
punctuation point in the grammar of movement, no less. Notice 
that when Claude is introduced by Octavia, he looks at the 
camera and then — nothing. No further movement is needed, 
no fancy animation required. We as the audience wait for a 
couple of beats while Claude makes up his mind about us.. 
and then it’s back to Octavia and on with the show. So, as we 
can see, characterful animation is as much to do with secondary 
movement and lack of movement as it is to do with the basic 
movement itself 

In the next issue of 3D World, I'll be back to discuss the topics 
of pacing and timing. 


Mark Brierley is a freelance Softimage animator based in Bristol in the 
UK, with numerous CG-related projects under his sporran. Contact him 
at info@passion-pictures.co.uk 
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rom its first incarnation as an extraifeature of 
the Amiga-based Video Toasterin the late 1980s, 
LightWave 3D has come a long way before arriving 
on this issue‘s coyerdisc in demo form. Available for 
both PC and Mac, LightWave 6.5 is a trusted, production-ready 
animation solution’with credits in TV, film and game titles, 

Unlike most of the other high-end 3D packages on the 
market, LightWave features two separate applications. LightWave 
modeler is a standalone program for creating and modifying 
objects, while LightWave layout enables you to animate and 
render, In LightWave 6.5, the two programs are joined by a utility 
called the Hub, which enables objects in layout to be available 
within modeler, and for modelling changes made in modeler 
to be instantly updated in layout. 

In this tutorial, we'll be showcasing some of LightWave’s 
modelling, animation and rendering features by creating an 


In this tutorial, we'll use LightWave 3D to create a simple underwater scene 
to give you a taster of whatthe software is capable of * 


BY BENJAMIN SMITH 


underwater scene featuring a humpback whale. We'll show you 
how LightWave’s unique model format enable you to embed 
information such as skeletons and bone weighting within the 
actual model file, and then set up some simple animation in 
LightWave layout before rendering the scene with atmospheric 
effects such as fog, volumetric lights and particles. 

The scene for the tutorial is taken from Stormfront Digital 
Pictures’ recent simulator ride film, The Water Cycle, created for 
Doncaster visitor attraction, The Earth Centre. In the film, the 
viewer takes the point of view of a drop of water as it travels 
around the environment. In this sequence, we plunge into the 
sea to come face to face with the creatures that live there. 
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Benjamin Smith is 3D Director at Sheffield-based Stormfront Digital 
Pictures. For more information about The Water Cycle and its other 
projects, take a look at www.sfdp,co.uk 
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If animation is not your strong point, you can load 
(eo the scene so far by loading Whale_anim-tws. In this 
section, we're going to set up the rest of the scene to create the 
underwater environment around the whale. First, we'll colourtiie 
background around him and add fog to simulate the colotir and 
density of murky water. We'll add an object for the sea surface 
above us and load in some lights. We'll also add another light to 
simulate rippled light on the whale with an image sequénge and 
add some particles to the water to look like bits of suspended 
matter and render them with HyperVoxels. We'll then add some 
bubbles streaming from the whale’s blow hole, and finally we'll 
set up a volumetric light to create shafts of light filtering down 
through the water. To start, drag the time slider to frame 60 and 
do a render [F9] to see what the scene looks like at the moment. 
You can minimise the render window and use its Layer pop-up to 
refer back to previous versions as you work on the scene. 


Save Scene Copy... 
About LightWave 3D.. 
Quit 


We'll merge some lights from another scene. Préss (Ctrl) 
cat [Shift] and click on the viewport. From the pop-up 
menu that appears, select Load Items from Scene and load 
Lights.lws. Opt to load the lights as well as objects. 


‘|, Back in the Scene, Editor, select Caustic Light: 

Press [p)/and set its Intensity to 150 percent: Load 
Calistic_(sequence) as a Projestion Image. Set the colour to 
255 250 229 so. thelight filtering through the waves looks a little 
Warm. Render a frame [F9] to check out the lighting effects. 


From the Scene tab, select Backdrop and in the Effects 

panel, activate the gradient backdrop feature. This has 
already been set up to graduate the backdrop between light and 
dark shades of blue. You can see the effect when you render the 
frame {F9). ’ 


Press [L) arid select Old_Light from the Current Item 

pop-up at the bottom left of screen. Press [-] to delete 
it from the sobne. Simply render (FS) to see the new lighting 
setup in action, 


Addisome bits floating in the sea by loading Particles.two, 

Inthe scene panel, click thaiTextured Shaded Solid icon 
in the eye colluimn and set it to Vertices. Although you cansee 
these points in the viewports, they won'Lrender Unless weadd 
the HyperVoxels filtamtoithem: 


Switch over the Volumetrics tab, set the Fog Type to 

Nonlinear 1 and make the Max Distance 35m. Set the 
Minimum amount to 40 per cent and activate Use Backdrop 
Colour. Close the Effects panel, press [d) and in the Display 
Options, make sure OpenGL Fog is switched on. 


Load the object Sea_surface.two. Press [p] to bring up its 

properties andunder the Deformations tab, press the T 
button next to Displacement Map. In the next Window, changa.the 
Layer Type to Procedural Texture and hit Use Texture. 


—' On the Scene tab, select Volumetrics and on the panel, 
double-click on HyperVoxels 3.0. In the HyperVoxels 
Panel, select the object ignore_me and hit Copy, then select 
Particles and press Activate. The object's name will turn black: 
Select it and hit Paste. Hit VIPER for a preview of the particles: 
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for a blow hole. Keyframe it by pressing [return] and make sure tab, set Explosion to 0.4 and Vibration to 0.2. On the Other tab, delete them from the scene. Render a test or use VIPER to see 
you Set Key At frame 0 make Gravity 2 in the y-axis the Bubble: 
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One of the pioneers of digital film is still working on the cutting edge, pushing the 
boundaries of what’s possible with CG fur for rodent boozers BY ANDY STOUT 


er Film Company 


ALL PICTURES COURTESY OF: Comput 


ury Fox 


For Abbott Mead Vickers BBDO; THE BEACH © A Figment Films Production for 20th Centu 


aduction 


GUINNESS SURFERS AND DREAM CLUB © An Academy Pre 


bout four years ago now, the Computer Film 
Company decided that enough was enough and 
moved out of its Berwick Street rabbit warren — all 
muddled, dark, twisty passages where the doors 
never shut properly due to the multi-coloured bundles of cable 
in the way — into the airy splendour of its current 1929, art deco 
Wells Street headquarters. It gutted the interior completely in 
the process and set about creating an ergonomic working 
environment designed around the modern, digital post- 
production process. In the basement, there’s a screening 
cinema inherited from former occupant Columbia Tristar, 
while the other floors are all light and air, with workstations 
set in ‘pods’ around which artists can move screens to cocoon 
themselves in darkness when needed. 

It’s a grand building and by all accounts an impressive place 
to work, and its sheer physical presence only serves to confirm 
CFC’s status in the top flight of global post facilities. Much of 
what has happened in digital film effects over the past 15 years 
started at CFC. The company bootstrapped itself into digital film 
at the end of the 1980s by building its own workstations and film 
scanners; working on each frame on the fly as it was scanned in 
before recording it back to film. Since then, it’s worked on well 


ABOVE LEFT Guinness Surfer, 
probably as good an advert for 
CFC's commercially available 
keying package, Keylight, as 
itis for the black stuff. 


BELOW LEFT Stills from 
Guinness Dream Club ota 
pint-quaffing squirrel. 


ABOVE Realistic swirling 
phosphorescent plankton 
recreated for The Beach. Simple 
figures of the actors were roto- 
tracked and then used to 
generate turbulence using 
Houdini’s particle operators. 
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over 100 films (the Internet Movie database currently lists 139) 
including MI:2, The Beach, Sleepy Hollow and Chicken Run; made 
what's widely regarded as one of, if not the best commercial ever 
with Jonathan Glazer’s Guinness Surfer, and debuted a stack of 
now commonplace techniques. Many of these occurred on 
lesser-known films, such as its breakthrough motion-tracking 
work on the titles for 1991's Blonde Fist, but they're certainly 

no less impressive for all of that. 

The GIP workstations (it stands for Graphical Imaging 
Processor) are still in use 14 years on. “They‘re not quite the 
originals and while they're sort of being phased out, they're 
such productive machines they still rip through certain jobs 
better than some of the off-the-shelf software,” says Dominic 
Parker, head of film animation. “They're better than Cineon on 
some jobs, better than Shake for others, and great while we're 
waiting along with the rest of the industry to find out what's 
going to be the next major 2D platform.” 


INVISIBLE WORK 

Parker has been with the company for a fair few years now, 
and points out that seven years ago, the 3D department was 
effectively just him. “It grew very slowly,” he says, “Fluctuating 
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MAIN The nut-fancying star from the 
latest Guinness commercial, Dream Club. 


BELOW Many elements in Chicken Run, such 
as water, fire, steam, smoke and gravy, were 


generated in 3D using a combination of Houdini 


and RenderMan, care being taken to make them 
‘Aardman-realistic’ rather than photo-realistic. 


TOP RIGHT A close-up on the 
Horseman from Sleepy Hollow. 

An underlying skeletal structure was 
designed using Maya and Houdinito 
dynamically drive the collar model. 


BOTTOM RIGHT A scene from The Beach 


created using a digital rock quilt of five 
different samples. 


between four and six people, and we developed a 
reputation as being a 2D house in that time. Even 
though we did a lot of very strong 3D projects, it 
tended to be invisible work and not obvious. We've 
been fighting against that reputation all the time, 
and in the last six months we've decided to expand 
to around a dozen people with a view to really 
promoting this side of CFC’s work.” 

Part of that expansion has seen the company take 
on Sally Goldberg as head of creature animation, 
CFC reasoning quite correctly that character 
animation is seen as the most challenging area of 3D 
and therefore to get involved in the most exciting 
projects, it needs to be prominent in that kind of 
work. It’s a move that’s already bought dividends 
as well, the 3D squirrels in the company’s latest 
Guinness outing, Dream Club, drawing a fair amount 
of attention and taking CG fur to a new level of 
excellence (see boxout). 

Equipment in the 3D department is a mix of SGI 
and NT machines, backed up by a Linux renderfarm 
and running the ubiquitous Maya alongside Side 
Effects’ Houdini (Linux tests are underway with both 
of those packages as well). “We're slightly biased in 


favour of Maya, but it’s almost 50/50 with Houdini, ” 
explains Parker. “Things are then put through 


RenderMan for the most part, with only occasional 
use of package renderers, There’s a steep initial 
learning curve with Houdini and | think that might 
frighten some people off, but it also appeals to 
people who are strong technically as well as 
creatively; people who aren’t afraid of applying 


“WE'RE SLIGHTLY BIASED 

_IN FAVOUR OF MAYA, BUT 
IT’S ALMOST 50/50 WITH 
HOUDINI” 


some basic mathematics to their work, who want to 
understand the way things work technically and 


DOMINIC PARKER 


take things apart and put them back together 
again,” says Parker. 


SOCKING LUMPS 

In practice, CFC often ends up using the two 
packages in tandem, as with recent work on the 
climactic scene in The Mummy Returns, which 


required the characters to be bombarded with 
stalactites. Safety concerns discouraged the 
production from dropping socking great lumps 
of rock from 40 feet up on to their leading players, 
so the CG route was decided on fairly early. Each 
stalactite model was broken into several large 
chunks of rock and then animated using rigid-body 
dynamics in Maya, giving their motion and collisions 
a degree of realism that would have been extremely 
hard to keyframe. 

Once this basic movement of the large chunks of 
a stalactite falling, breaking up and coming to rest 
was done, the animation was then moved from 
Maya into Houdini, where smaller-scale rocks and 
dust was added to the large chunks. The smaller- 
scale rocks were done by breaking up the basic 
stalactite shape using turbulence functions and then 
mapping particles to them whose speed was derived 
from the rock size. The particle movement was then 
mapped back on to the broken pieces of rock. The 
dust, meanwhile, was courtesy of another particle 
system whose birth rate and animation was driven 
by the large and small rocks and timed to the 
moment of impact. A practical bluescreen shoot 


|) THE COMPANY IS BUSY WITH 

) RESIDENT EVIL, BLADE 2 
AND A FEW OTHER PROJECTS 
THAT NO-ONE WANTS TO 

= TALK ABOUT JUST YET 


was also undertaken featuring plaster stalactites filled with 
rubble and Fuller’s Earth. These were used first as a reference, 
then comped into the final shot for what Parker refers to as 


‘richer results’. 


BUZZING PODS 

Currently, the pods at CFC are buzzing. Having just finished up 

its own share of work on Tomb Raider, the company is busy with 
Resident Evil, Blade 2 and a few other projects that no-one wants 
to talk about just yet. The R&D effort continues too, with the 


wraps having just come off CFC’s newest film scanner, Northlight. 


The scanner is a direct result of the increasing trend towards 
creating digital masters of entire films rather than simply 
scanning in the effects sequences and, according to head of 


SQUIRRELLING AWAY 


SHOT OVER SEVEN DAYS in Budapest last December, Dream Club is the fourth outing in 
Guinness’ ‘Good things come to those who wait’ campaign. CFC’s work on the slot included 
extensive rig removal, crowd replication and general compositing duties, but by far the most 
intense work was reserved for the 3D squirrels. While only taking up approximately six 
seconds of airtime, three months was spent labouring over their creation. 


The squirrel models were created in Maya 
with an accurate skeletal structure and 
some additional facial musculature being 
needed to ensure they could speak 
properly. Live animals were borrowed from 
an animal rescue centre and filmed and 
photographed in the CFC boardroom to 
ensure accuracy. 


The wireframe model comped into the 
background plate, with image-based 
lighting used to ensure that it gels 
realistically with the real-world shot. 


Maya's fur routines were tested but were 
ultimately found lacking. To handle the 
image-based lighting information and 
produce the fur, CFC’s Oliver James 
developed his own routines using the 
Maya plug-in, M Tool, as a basis. 


Not just these whiskers and tail hairs were 
created individually, but the whole of the 
squirrel's coat. Adapting M Too/to their own 
needs enabled CFC to perform numerous 
tweaks, such as changing the hairs from 
the software's default conical shape to a 
trumpet one. 


The end result after digital grading. Initial 
squirrel models had to be changed as 

the client wanted ones that looked less 
healthily perfect and more like proper, 
hardened drinkers. 
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THE BEACH © A Figment Films Production for 20th Century Fox; CHICKEN RUN © DreamWorks/Aardman/Pathé; SLEEPY HOLLOW © Paramount (British) Pictures Products; GUINNESS DREAM CLUB © An Academy Production For Abbott Mead Vickers BBDO 
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RIGHT A scene shot at the 
botanical house at Kew Gardens 
for The End of the Affair. Because 
of the delicate nature of the 
plants, smoke couldn't really 

be used on set, so the entire 
smoking ruin in the background 
was created in Maya. 


BOTTOM RIGHT Two images 
of the Headless Horseman from 
Sleepy Hollow. The rider's head 
was encased in a blue cloth bag 
and removed in 2D. CFC created 
a 3D collar for the shoulder and 
neck area and mapped it on to 
the body. 
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R&D, Steve Chapman, will scan in at 2.7 seconds per 2K frame. 
That means a single machine alone can digitise 50 complete 


feature films a year. 

Chapman acknowledges that there usually comes a point 
when you have to stop development, admit the rest of the world 
has caught up with you and buy off-the-shelf kit (workstations 
and film recorders being good examples). There are still plenty of 
challenges for CFC’s R&D division to cope with though, one of 
which is the practical implementation of image-based lighting. 

“This is why these chrome balls have been cropping up on 
film sets everywhere,” says Parker. “Previously they were used to 
give you a record of the lighting set-up, but now they’re being 
used to sample it. We take a series of different exposures of the 
chrome ball using a high-resolution digital camera which are 
calibrated so that we know the relationship between the 
different exposures. These are then put together to produce 
one image with a high dynamic range, which is unwrapped to 
produce an environment map. That map is then processed in 
various ways so that it can be used to light any CG element put 
into a scene. It works well on all types of surface, but for the 
shiny metal on a car, for instance, it works really nicely because 
you see the movement of the various different degrees of 
specularity across the surface. It means that for lighting — 
which historically has been the weakest aspect of CG - we 
now have a way of making our lighting models much richer.” 

Tests are also underway on Aardman’‘s latest, Hare & Tortoise, 
which is going to follow the all-digital route pioneered by 
Chicken Run at CFC and over in the States by the Coen Brother's 
O Brother, Where Art Thou? Putting a ‘look’ on films in the way 
the Coen’s did is one of the hotter topics in post-production this 
year, directors increasingly wanting to sit in a comfortable suite 
when all else is completed and finesse things to their heart's 
content. The kit that’s going to be used for this creative colour 
grading and the environment that needs to be provided for it 
are still uncertain across the industry. CFC though, as usual, 
seems to have a head start. 


LEFT An M/:2shot relying 
for its success on the bread- 
and-butter process of rig 
removal, which is often 
performed at CFC using 
Pinnacle's Commotion. 
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Work Hard. Render Fast. Retire Young. 


Welcome to Universe 3.0, the next-generation modelling, 
animation and rendering system from Electric Image for 
Windows NT/2000, Macintosh/OSXand Sun Solaris. 


In addition to a blazingly fast rendering engine on all 
platforms, Universe provides netWork rendering and 
the ability to handle enofmous amounts of 
data for visualization, Graphic design, 
CAD/GAE, special effects and animation. It’s 
hybrid Modeller offers a streamlined approach 
to creating~complex Shapes with Solids and 
Surfaces. Universe also addS\a host of 
enhanced animation tools, including a new IK 
system, deformations and real-time camera 
mappings lis Camera’ rendering/raytacing 
C roduces siikyesmooth motion and 
serfect” images with state-of-the-art anti- 
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If you have a question for our 3D experts send it to us at 3dw.qanda@futurenet.co.uk 
You find more Q&A advice on our Web site at www.3dworldmag.com 


How can! model objects from 


photographs using LightWave? } 


JAMES BINNS, VIA E-MAIL 


Lately, some impressive software packages have 
emerged that enable you to model objects 
directly from photographs. While it looks 
® complicated, the basic idea is straightforward 
and you can achieve much the same effect manually in LightWave 
by matching a model to a photograph and using the Baker plug- 
in to bake the image into its textures, You'll obviously need an 
image to work from, and it helps if it’s of much higher resolution 
than the destination media, so a scanned photo works best. 
Start by loading the image into layout’s background and then 
go into modeler and build a very rough version of the scenery. 


uM 
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LEFT The original photograph 
with a wireframe of the 3D model 
lined up to match. The buildings 
had to be modelled leaning back 
at an angle to get this to work. 


BELOW A layout view of the 
model with the photograph baked 
into its textures, Although some 
bits don't work very well, careful 
adjustment of the texture in 
Photoshop tixes the problems. 


Load it up in layout and use it as a guide to line up the camera 
to match the scene. This is the tricky part, as you’ve got to make 
sure the perspective of the virtual scene matches as closely as 
possible the perspective in the photograph. Remember to 
consider factors such as the height of the camera off the ground, 
the position of the horizon and the zoom of the lens. You don’t 
have to match it perfectly, however, because you can always 
distort the model a bit to make it fit. Having got a good camera 
match, go back into modeler and rebuild the model so that it 
matches the background photo as closely as possible. Don’t 

go mad adding all the little details you can see in the photo 

— just get the main shapes. By flipping back and forth between 
modeler and layout you can adjust the model and check the 
alignment as you work, 

With the rough model finished, merge all its layers into one, 
triple any polys with more than four points and give it the surface 
name Sticky, Create an Atlas UV map for the entire object and 
name it Atlas. In layout give the Sticky surface a colour texture 
map with front projection co-ordinates, using the same image as 
the background. Activate Fixed Projection and de-activate Pixel 
Blending and Texture Antialiasing. Add the Baker plug-in to the 
surface and set the UV map to Atlas with a high image resolution 
- 2,000 pixels is good — and set a save image type and filename. 
Set layout’s default Light to 0% intensity and crank the ambient 
setting up to 100%. Press [F9] to render a frame and when the 
Baker interface is done, quit the render. 

Save the model with a new filename and remove the texture 
map and the Baker plug-in from its surface. Add a new colour 
map using the Atlas UV co-ordinates and load the image that 
Baker just created. You might have to use the Image Editor to 
disable the image's Alpha Channel. If you've got real-time 
textures enabled in layout, you'll be able to see the model 
textured in the viewports and you can move the camera in 
and out. 

The biggest problem with this technique is that bits of the 
texture will be missing — usually bits that are hidden behind other 
objects — but with a little careful cloning in Photoshop you can 


usually overcome this. BY BENJAMIN SMITH 


Using Maya, how do | create the effect of ripping a 
hole through a metal wall? 


JOHN THORBURN, VIA E-MAIL 


There are lots of steps to follow here so let’s get 


to it. In modelling mode, create a NURBS plane. 


To give you more geometry to work with, use 

1 @ the attribute editor to give the plane’s U and V 
patches a value of 10. Then select the CV Curve tool. Use the 
Curve tool to draw a jagged hole shape over the NURBS plane. 
Duplicate the curve. Move both curves in the y-axis so that they 
rest either side of the NURBS plane. [Shift]-select both curves 
then go to the Surfaces menu and choose the Loft tool. You'll 
now have a curvy lofted shape that bisects your plane. Press [3] 
to see the lofted shape look smoother. 

We’re going to use the lofted shape as a sort of cookie cutter. 
Create a curve on the plane’s surface by [Shift]-clicking on the 
plane then on the lofted surface. From the Edit Surfaces menu, 
choose Intersect Surfaces. This will create a curve where the 
lofted shape and plane meet. From the Edit Surfaces menu, 
choose the Trim Tool. Click on the plane. It will turn white. 
Now click on the area you want to keep which, in this case, 
is everything outside of the lofted shape. 

A yellow square will appear on the area you're going to keep 
(see the left plane in the first image). Hit [Return] and the area 
inside the lofted shape will disappear. Now tidy things up by 
deleting the lofted surface and the curves that created it. You 
now have a hole in the NURBS plane. 

The plane is still very two-dimensional so let’s make the rips 
fold forward as if the hole has been torn in the metal sheet by a 
strong force, Select the plane and right-click on it to invoke the 
floating menu. Choose Control Vertex. You can now use the 
manipulator tool to pull the edges of the hole forward to create 
folds in the plane. See the middle plane in the image below. 


The edge of the hole in the NURBS plane still looks fairly two- 
dimensional. We're going to bevel it a tad to give it a more 
realistic rounded edge. Select the plane and right-click on it. 
Choose Trim Edge. The edge of the rip will highlight in yellow. 
Go to the Surfaces menu and select the bevel option box. 
Experiment with different bevel widths, depths and extrude 
height options to get an effective edge to your hole. | chose to 
give the bevel an extrude height of 0.0976. The bevel cap edge 
was convex. | bevelled the top side where the bevelled shape 
met the hole edge. See the right plane in the image below left. 
To polish things off, | created a Blinn Material shading group 
for the metal wall’s texture so that the highlights of the bent and 
twisted geometry would reflect the lights with a metallic sheen. 
As it’s a NURBS surface, the texture map accurately follows the 
plane’s UV co-ordinates and bends accurately with the metal 
BY GEORGE CAIRNS 


geometry without stretching. 


LEFT The evolution of our NURBS 
plane from flat and solid to jaggy 
and torn thanks to the Curve and 
Trim tools. 


BELOW The texture map follows 
the bends and twists of the plane’s 
UV co-ordinates. The dinosaur was 
one | prepared earlier. 
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Everything | do seems to look like plastic! How can! create a 


metal look in Electriclmage? 


CORKY BURGER, CALIFORNIA 


@ While elusive in many applications, the process 
of creating realistic metallic surfaces is actually a 
fairly straightforward. Essentially, five steps will dda reflectio ; 
take you 90% of the way there. rouble. Without Io 


CREATE STEEP DIFFUSE AND SPECULAR FALLOFFS 

~ | When a surface is porous (as with most plastic surfaces), 
it has many small facets pointing in directions that aren’t parallel 
to the overall surface. These small facets reflect light far past the 
centre of the main highlight. This causes a slow shift from light to 
dark. Metal, at a microscopic level, it not very porous and, as a 
result, tends to shift from light to dark quickly. Electriclmage (and 
most applications) set the falloff to something that resembles 
plastic instead of metal. By turning the diffuse and specular 
falloff up to 2-4 instead of 1, you will get something that 
looks much harder of diffu 


LOWER YOUR DIFFUSE VALUES 

- In life, there is no ‘diffuse reflection’ or ‘specular 
reflection’. There are just surfaces and the propagation of light. 
If the diffuse has a high value, the specular tends to be lower 
And in this case, if the specular reflections are high, then the 
overall diffuse values should be lower. You can think of it as the 
conservation of energy. A surface has to find a way to emit all 
the light through diffuse or specular reflections but the result 
is always 1.0 (unless it absorbs a percentage). 


) | MATCH YOUR SPECULAR REFLECTION COLOURS 
TO YOUR DIFFUSE COLOURATION 
Many 3D artists tend to overlook this nugget. The specular 


reflections of an object will always be tinted towards the diffuse 


colouration. This is not the case with plastic, so if you don’t tint 
your specular highlights and reflections, it will always resemble a 
bleach bottle. Electriclmage makes this easy. You can simply turn 
the Diffuse Bias check box on in the specular and reflection 
dialogs to achieve this effect. 


F INCORPORATE FRESNEL REFLECTION FALLOFF 

When you throw a ball at an angle, it tends to bounce 
away at the same angle at which it hit the ground. However, it 
you drop it straight down, the result is very unpredictable. The 
vector is neutral and subtle variations have more influence on the 
direction of the path. Reflected light works in a similar way, When 
we see a reflection on the edge of a surface, it tends to be clearer 
and more mirror-like. As we look at the same surface straight on, 
much of this mirror-like appearance goes away. This is often 
referred to as the Fresnel Effect. In Electriclmage, you can add 
this effect through the Reflection Falloff filters. 


;— | MATCH YOUR DIFFUSE AND SPECULAR MAPS 

Many artists work on their texture maps without taking 
into account the close relationship between the diffuse and 
specular reflections. The maps used to break up the diffuse 
attributes should be closely related to the specular reflections. 
Also, you often have to invert diffuse values, creating light areas 
where there are no reflections. Remember, if the specular 
reflection is lessened, we need to increase the diffuse values. So, 
if you follow these steps, you still won’t have a perfect metallic 
surface but you'll soon be in a place where you can be tweaking 
rather than floundering in settings. BY ALEX LINDSAY 
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I’ve read somewhere that Rhinoceros is very efficient at creating 3D models 
of boat hulls. Being a designer of surfboards, | was wondering if it could 


help visualise and ultimately improve my designs JOHN SIMMONDS, WILTSHIRE 


© All the available 3D modelling packages have 
their own merits when it comes to creating 
various types of models. By the very nature of 
1 @ Nurses technology, Rhinoceros is a very useful 
tool when you want to create models which involve sweeping, 
or lofting numerous sections. For this reason, | do not see why 
you could not utilise Rhino to help design your surfboards. | will 
detail a couple of techniques which you could use to model the 
shapes that you may require. 

Lofting cross-sections is the most obvious choice to create the 
required sections, but first you have to accurately create the 
sections. One useful way of doing this is using Csec Profiles. 
Using the standard curve tools, create four profiles of the top, 
bottom and sides of the surfboard as shown in the bottom 
image. These only need be rough at first. You can now turn on 
the control and edit points in which to tweak the curves. At this 
stage, you could generate numerous different styles to whatever 
specifications you require. The Elmo command is also very useful 
as you can rebuild the curves to hold more or less points in order 
to make more specific tweaks. 

Step 2 in the image below right shows the curves rebuilt 
with 20 edit points. Next use the Csec command, also found 
in the Curves menu as Csec Profiles. It requires the four profile 
curves to be selected in order, Then, in one of the orthographic 
views, draw lines perpendicular to the profiles, which then 
automatically creates the cross-sections. Step 3 shows how the 
final curves should look, When using the Loft command on the 
curve sections, use the Point option on the start and endpoints 
of the surfboard to ensure the complete surface is closed. The 
final rendered model should look like step 4, 

Another tool that is useful for controlling the shape of your 
board is sweep. Rhino has two kinds of sweep, using either one or 
two rails. The two-rail sweep is probably the more useful where 
only two profiles and a number of section curves are needed. 
This can found in the Surfaces menu, or by using the Sweep2 
command. Rather than with Csec, where the sections were 
created from the combination of the four profiles, Sweep2 
enables the user to directly create and control the actual sections. 

As before, these sections can be tweaked to create a multitude 
of designs, In order to show how this works, | have used the 


four profiles 


cross-sectional curves 
created using the “csec” 
command 


sweep to model the fins. Two profile curves were created for the 
general fin shape, then the start cross-section was created. If a 
change in cross-section was needed through the fin then more 
could have been added, but for this example only one section 
was chosen. The final model shows that with three simple 
shapes, a complex object can be built in no time at all. 

lam also assuming that you will need to create physical 
prototype models, Rhino also exports to STL format, which can 
be used to have rapid prototypes produced. So, to conclude, 


you can design the boards interactively onscreen to achieve the | TOPAfin created from only 
optimum shape, and then use the data to create renderings and 
perhaps get the designs prototyped. Remember, however, the 
software cannot improve your designs, only improve on the 
BYNEILRENNISON ov > 


process in which you design! 


ff you have 2 question for our 3D experts, simply send it tous at 
3dw.qanda@futurenet.co.uk. You find more Q&A advice on our 
Web site at www.3dworldmag.com 


section curve 
Sweep 


two profile 


ant a two- 


BOTTOM Four steps to 
creating a surfboard using 
Csec Profiles, and Loft 


The position of character animator may carry more kudos than that of 
technical director, but neither role should be undervalued BY SHELLEY PAGE 


he graduation season approaches and as | can at last 
venture outdoors without my overcoat, | begin to anticipate 
a new influx of showreels through my letterbox. Based on 
past experience, it’s a fairly safe bet that the majority will be 
accompanied by a letter describing the author as a character animator 
hoping for a job on one of our productions. While no-one would want 
to deter a talented individual from embarking on such an interesting 
and hopefully lucrative career, | do sometimes wonder why so few folks 
ever describe themselves as a would-be technical director or technical 
animator. Maybe character animators attract more attention — but 
without technical directors, they could not produce anything like the 
fantastic images we are seeing as technology advances, seemingly daily. 
At PDI/DreamWorks, everyone involved with the images that end up 
on screen is described as an animator — but we separate them into 
groups devoted to motion (which includes character animation) and 
everything else (which includes layout, effects and anything that doesn’t 
move). Where the US scene differs from that in the UK is that over here 
animators are more likely to be generalists — good animators who also 
have great technical skills. At Mill Film and Framestore, skilled TDs are 
in great demand on ambitious projects such as Gladiator, Beasts and 
Dinotopia. The award-winning crowd replication in Gladiator created 
by Dave Lomax and his team at Millfilm was justly celebrated, and 


greatly increased the 


barat proties AT MILL FILM AND FRAMESTORE, SKILLED TDs 


homegrown special 


effects. At Framestore, ARE IN GREAT DEMAND ON AMBITIOUS PROJECTS 


Mike Milne looks for talented 
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graduates from schools such as Bournemouth and trains them on the 
job; there are currently five TDs working on Beasts and another 12-15 
on Dinotopia. 

A great example of the key creative role TDs play is my current 
favourite ad — the Aero hula-dancing mouse created by Passion Pictures 
and Glassworks. While Passion is well known for great 3D animation, 
its undoubted strength is in traditional character animation, so when 


Passion was commissioned by Lowe Lintas to produce a realistic-looking 
SHELLEY PAGE is the 7 


European Representative for 
Animation at DreamWorks. 
www.dreamworks.com 


mouse, executive producer Andrew Ruhemann approached Alastair 
Hearsum at Glassworks to collaborate on the project. 

“We saw an opportunity to pair our traditional character-animation 
skills with the 3D modelling and computer-animation expertise at 
Glassworks,” says Ruhemann. The final result, directed by Alyson 
Hamilton and animated by Russell Brooke, Chris Hauge and Tim Watts, 
is completely convincing. So the odds of ending up in an interesting 
job seem a lot higher to me if the candidate expresses interest in 
lighting, modelling, texture creation and special effects as well as pure 
animation, especially as a really top-flight TD can command anything 
up to £150,000 a year. Not many animators are looking at a paycheck 
like that! 


Huge creative show with live workshops, 
seminars and tutorials led by professionals 

The latest software and hardware for digital 
designers across CG, new media and video 

Talking live: Aardman Animations, The Mill, 
Eye, Computer Artworks and many more 
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1011112 OCTOBER’BUSINESS DESIGN CENTRE 


Buy tickets by calling our hotline: 


Keep up-to-date on the show content at our Website: 


FOR ALL WEB DESIGNERS 


You need to stay abreast of the most innovative and imaginative sites 
all round the world. That's why, every month, Cre@teOnline showcases 
the finest sites and the people behind them. As well as acting as a 
forum for professionals to exchange ideas, we also explore how sites 
can be improved and the effect they have on their end users. If you 
want to stay ahead of the game, start here. 


THIS MONTH: THE FLASH ISSUE 


Over 95 per cent of the world’s Internet 

population is kitted out with Flash, and Web designers are using it more innova- 
tively than ever before. That's why Cre@teOnline is devoting a special issue, direct 
from San Francisco, on the product that's changing the face of the Net. In our July 
issue we uncover what you need to know about the future of Web design and 
Flash's role in it. We've got the inside scoop from Macromedia, revealing how the 
company sees it developing, and we expose the hopes of professional designers 
from the US and Europe. 


PLUS: 

Over 50 tips from the world's best Flash artists 

Flash founder Jon Gay explains how it got so big 

The ten best Flash artists from around the globe reveal the secrets of their success 
20 inspirational Flash sites (and not a Skip Intro among them) 

What today’s professional designers want from the next Flash incarnation 

How Flash fits into the Web agency of the future 
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Cinema 4D XL 7 


The powerhouse animation package continues its ambitions for the high-end 


PRICE £1,188/$1,695 
Upgrade from v6 £297/$395 


SUPPLIER 
HiSoft 


CONTACT 
+44 (0)1525 718 181 


WEB 
www.cinema4d.com 
www.maxon.net 


MINIMUM SYSTEM 

Windows 95/98/NT/2000 or 
Macintosh OS 7,61+ 

© Any Pentium or PowerPC 

© 64MB RAM 

© CD-ROM drive/hard disk drive 

Net connection for updates 


MAIN FEATURES 

* Radiosity 

© Caustics 

© Improved anti-aliasing 

Enhanced material system 

* Bundled Smells Like Almonds 
version 2.5 

© Blurry reflections and 
transparency 

* Image-based lighting 

© Multipass rendering 

 Unclamped material channels 

© Separate light passes 

© Three-client network- 
rendering licence 

 ExplosionFX 

© Polyreduction 

* New Post effects 

© New Render tag 

© New Stop Hierarchy tag 


BY SIMON DANAHER 
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axon Computer's 3D animation 
| | package, Cinema 4D has 
progressed from being a mid- 


range package to high-end contender 
at a pretty even pace, Features such as 
rock-solid stability, a great interface and 
fast raytracing have earned it respect 
throughout the industry. However, 
Maxon appears to have been burning 
the midnight oil and has released a new, 
whole integer version of its animation 
package, XL 7, only eight months after 
the release of version 6, 

There are few companies that keep 
such an impressive upgrade schedule, 
Alias|\Wavefront being one, and it’s a very 
important consideration when choosing 
a 3D package as it could mean the 
difference between getting a major 
upgrade every eight months as opposed 
to every two years, There’s nothing more 
frustrating than seeing your favourite 3D 
package stagnate while others around 
you are being regularly updated. 

One of the biggest complaints about 
Cinema 4D XL has been rendering quality 
and materials. There is much talk and 
heated debate over which 3D program 
has the best-quality renderer, and while 
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XL had always been fast, it has not always 
had the edge in quality. The renderer has 
been significantly revamped in XL 7 to 
address these criticisms, and indeed the 
new program has some extremely clever 
technology going on. 


STRAP ON 
The first big feature in the rendering 
department is the addition of Radiosity 


FEATURES SUCH AS 
ROCK-SOLID STABILITY, 
AGREAT INTERFACE 
AND FAST RAYTRACING 
HAVE EARNED C4D 
INDUSTRY RESPECT 


and Caustics, Thankfully, Maxon hasn‘t 
simply strapped on an off-the-shelf 
Radiosity engine, but co-developed a 
system with Cebas (maker of XL and 3ds 
max plug-ins). XL 7’s radiosity is totally 
integrated into XL 7’s rendering pipeline 
and thanks to its optimisation, it’s one of 
the fastest Radiosity rendering systems 
we've seen, 


XL 7 enables you to finely control the way 
Radiosity is calculated, which does tend 
to make it very hands-on and often quite 
scene-dependant, but the speed gains 
are often worth the effort. There’s a new 
Radiosity section — the Render Settings 
dialog, which itself has been totally 
redesigned with a better layout. Here you 
can enable or disable Radiosity rendering, 
and access the optimisation settings. At 
the top, there are Strength and Accuracy 
controls; the latter sets the overall quality 
of the Radiosity calculation while the 
former sets the intensity of the effect. 

However, setting the Radiosity to 100% 
is a different kettle of fish. This disables 
any optimisation and provides you with 
a full-on Monte Carlo Radiosity render, 

In this mode, you can achieve Arnold-like 
Radiosity without too much fiddling. 
When set to any value below 100%, 
extra controls become active, 

The optimisation process puts the 
Radiosity shading points only where they 
are really needed and this process is 
guided by the Min/Max settings. A 
prepass render displays white dots over 
the image showing each shading point. 
This enables you to better see how you 
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can improve the Min/Max settings 

and troubleshoot the render. To speed- 
preview rendering, the Prepass can be 
set to a fraction of the full render from 
a dropdown menu. 


SHADING POINTS 
When rendering using the optimisation in 
XL 7, the Radiosity shading generated by 
the shading points is interpolated across 
the objects surfaces, resulting in a close 
approximation of a full Radiosity render. 
The best quality can be achieved by 
getting as close to one sample-per-pixel 
in the image as possible (which can be 
done using the 100% Accuracy method), 
but huge amounts of time can be saved 
with minimal decrease in quality using 
XL 7's optimised approach. 

The results are very good and even low- 
quality settings can, depending on the 
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scene, be used with great results. The 
Radiosity solution can be cached and 
subsequently reused for even faster 
rendering by enabling the Save Solution 
check box in the Radiosity render settings 
dialog. A Recompute pop-up menu offers 
options for XL 7 to recalculate the solution 
for every render, reuse a cached solution 
if there is one present or force XL 7 to use 
a cached solution even if a setting has 
changed. There’s also a curious check box 
labelled Single Animation Solution. This is 


one of the best features of XL 7’s Radiosity 
because, when enabled, you can use this 
type of rendering for animations without 
having to recalculate the solution in full 
for every frame. What appears to happen 
is that the full solution is generated for 
the first frame then subsequent frames 
require only a few extra sample points, 
depending on what changes in the scene. 
The result is that unnecessary re-rendering 
of sample points is greatly reduced, 
likewise the rendering times. The resulting 
animation doesn’t seem to suffer from 
flickering caused by random stochastic 
sample generation, which would occur 

if each frame's Radiosity solution was 

fully re-rendered. 

Typically, a good-quality Radiosity 
render on a simple scene will take minutes 
in XL 7. It can still take hours for very 
complex scenes with reflection and 
refraction and very high Radiosity settings, 
but it still seems to be over all very quickly. 
The downside is that Radiosity setup can 
be very involved and it is also highly 
scene-dependent. The manual does a 
good job explaining the settings though, 
but a lot of experimentation is required 
to get to grips with how it all works. 


GLASS OF BEER 
The other new rendering feature is 
Caustics, which are defined per light, 


{202} This scene is lit bya 
single light and ambient 
illumination is provided by a 
luminous skydome. Radiosity 
rendering took two minutes and 
22 seconds ona G4 400. 


(C=) A prepass can be rendered 
when using Radiosity, showing 
you the distribution of sample 
points, This enables you to fine- 
tune the Min/Max settings of the 
Radiosity render. 


[C5] The ExplosionFX deformer 
can be used to create realistic 
fragments when destroying 

an object. The effect is live (you 
can move the deformer and the 
portion of the object affected 
updated in real-time) and has a 
vast number of controls. 


[cu] The polygon-reduction 
deformer can be used on any 
type of object and outputs a 
reduced-polygon mesh 
depending on the settings 

in its options panel. 


[cs] The new Render Tag 

is a rendering godsend. You can 
control shadow generation, ray 
visibility, Radiosity accuracy and 
activation, and anti-aliasing 
quality per object. 


XL 7 FEATURES not only surface 


SS TD 


caustics but volumetric caustics too. 
Volumetric caustics are cast within 
volumetric light cones and through 
refractive objects. A quick test with a 
transparent sphere and a volumetric 
light showed us exactly what volumetric 
caustics were all about. Projecting from 
the sphere to the caustic hotspot on the 
ground was a beautiful focused cone- 
shaped beam of light, in the shadow 
portion of the volumetric cone behind 
the sphere. 
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This capsule objectis casting caustics 
through the visible, volumetric light cone. 
The photons create these patterns of light. 
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(ci) The Geometric anti- 
aliasing has its limitations. It 
doesn't work in reflections or 
behind transparent objects, 
something that Maxon will 
hopefully fix in an upcoming 
maintenance upgrade. 


[D2] The new Multipass 
rendering is an excellent 
workflow enhancement. With 
minimal impact on rendering 
times, you will be rendering 
using Multipass all the time. 
Many effects and tweaks can 
then be done in a compositing 
program in place of you having 
to re-render. 


(C3) This is an MP render 
opened in BodyPaint. Each layer 
is a component of the image, and 
there's also the full RGBA render 
to hoot. There are also layers 
that help to isolate material 
properties such as colour, 
reflection, luminance, etc. 


so you can have only certain lights casting 
caustic rays while others are not taken 
into account. There is also a global 
Caustics setting panel in the Render 
Settings dialog. Here you can enable 
or disable Caustics (Surface and Volume 
individually), set the overall brightness, 
and various optimisation values. As with 
Radiosity, the volume Caustics can be 
optimised by rendering volume samples 
at intervals and interpolating the points to 
create the final effect. Speed can therefore 
be increased by lowering the number of 
samples and increasing the size of the 
interval between them, and not always 
at the expense of quality. These can be 
defined using the Step Size, Sample 
Radius and Samples settings in the 
Render Settings. Again, as with Radiosity, 
you can cache Caustic solutions and also 
activate a Single Animation Solution for 
optimising caustics for animations. 
Control of these rendering options 
is extended to materials which have a 
new Illumination section. Here you can 


set Radiosity and Caustics options per 
material. So, if a caustic cast on an object 
is not being smoothed properly, you can 
increase the Samples just for that material. 


CAUSTIC CONTROL 

Again, all this control comes at the 
expense of simplicity. There are three 
separate locations where you control 
caustics: Render Settings, Light panel and 
Material Editor. However, as XL 7 is aiming 
towards high-end rendering, this is the 
preferable situation for professionals but 

it does mean that less-experienced users 


may feel rather overwhelmed by all the 
different controls. 

The rendering engine in XL 7 also sports 
a totally new anti-aliasing system, and this 
is probably the single most useful feature 
of the new version because it has huge 
implications for everything you render in 
XL, despite not being a headline-grabbing 
feature. Imagine being able to render the 
edges of all of your objects at 16 x over 
sampling but at the equivalent of 2 x 
speed? Well, that’s just what XL 7 does. 

All edges of geometry are anti-aliased 
perfectly using the new Geometry anti- 
aliasing mode. The mode uses a special 
technique that adaptively renders the 
scene, only anti-aliasing the edges that 
need it. The result is razor-sharp, perfectly 
smooth edges and very low render times. 
There are limitations, however. 

The Geometry mode does not take into 
account object edges behind transparent 
surfaces or in reflections. Most of the time 
this is not a problem in scenes that do not 
contain these types of object, though 
hard shadows are also not anti-aliased 
using this mode. When you need these 
things to be anti-aliased, you can switch 
to Best mode. This is similar to the old 
Edge and Colour method, but you can set 
a tolerance value and a Minimum and 
Maximum over-sampling value. The 
tolerance enables you to optimise the 
anti-aliasing further so that only edges 
that have a contrast above the tolerance 
are anti-aliased using the higher value. 
Best mode anti-aliases everything, edges 
and colours, no matter where they are. 


FILTER SYSTEM 
A second option in the Anti-aliasing 
section of the Render Settings enables 


you to choose different anti-aliasing filters 
from a menu. These are Still Image, 
Animation, Blend, Sinc, Area, Cone, 
Catmull, PAL/NTSC. Still is the default 
and produces the razor-sharp edges in 
XL 7, while Animation is a softer version. 
Blend enables you to vary the softness 
based on a value you enter (0 to 100%), 
while the others provide a variety of 
different looks for different situations. 
Below all the new AA stuff is a single MIP 
scale field. This enables you to scale the 


overall MIP filtering of textures, which is 
a very handy feature. 


ANTI-ALIASING BOON 

If that wasn’t enough, XL 7 has anew 
Render Tag for objects in the Object 
Manager. This has been much improved 
and now enables you to set anti-aliasing 
on a per-object basis. If a particular object 
is causing a problem, you only need to 
increase its AA setting using the Render 
Tag rather that using the global settings. 
The Tag also lets you enable and disable 
an object's visibility to the Radiosity 
rendering process, and as with anti- 
aliasing, you can force a higher or 

lower Accuracy per object. 

The rendering improvements in XL 7 
are highly significant and compared to 
version 6, it feels vastly more professional. 
There's more though. Maxon has also 
added a fully configurable and automatic 
Multipass rendering option to XL 7. Along 
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[C44] The new material system 
includes much improved 


with the normal way to save images and 
alpha channels, there is now a Multipass 


JEFF JOHNSON of Hybrid Medical 
Animation, who has been using the 
beta of C4D XL 7 for three months, 
has this to say about it: 

“The best thing about the XL 7 is 
the fact that when combining the 
new Explosion plug-in with the 
noise deformer, you can really get 
some cool things to occur, including 
big organic ‘chunks’ and not - -. | 
polygons. There's s also the ability to 
Seen Ishapeswith Bathe See Jeff's work at www.hybridmedicalanimation.com, 
ease and then make changes and tweaks at virtually every stage of creation. It’s very 
user-friendly and adaptable. Body Paint and NET make XL that much more fast and 
powerful as well, NET is one of the most useful tools since 3D itself, Also, I'm always 
impressed with the unrelenting development of XL— Maxon makes XLa much better 

_ plece of software with each new release — that's a valuable attribute for a 3D package,” 
he says. 

What de does Jeff consider to be XL 7’s weaker points? 
iE Lwas compelled to pick something, I would would like to see the timeline 
bea little less cumbersome and easier to use — more like the After Effects timeline, for 
‘example. It's close, butit could use alittle more fine-tuning. Otherwise, with release 7, 

Maxon has really addressed my other main concern by really enhancing the rendering 

‘ ality. . XLenables a a huge amount of ability to customise and tweak a render setting 
soc ag users often fail to make use of that feature or recognise it as an 


antage. Regarding the next version, I'd like to see the ability to incorporate physics 
attack collision detection, etc, and soft-body dynamics,” Jeff concludes. 
: _wnnlyridmedclanimation, com 


section in the Render Settings. When 
enabled, you can choose exactly which 
channel you want to render separately 
from a long list. Along with Reflection, 
Diffuse, and Specular channels, you also 
have Radiosity, Caustics, Atmosphere, 
Illumination and Material-based channels 
(Material Specular, Material Diffuse, etc). 
You can save a Multipass render as 
separate files, a Photoshop-layered PSD 
file, or better yet as a BodyPaint-layered 
file which more accurately stores the 
Multipass layers. 

This is matched only in high-end apps 
such as Maya and Softimage|XSI. Though 


Specular highlight control. 
Pin-prick highlights are now 
possible, as are extremely 
broad ones. 


(Cs) SLA can be used to create 
Anisitropic specular highlights. 
Most of the 3D shaders have this 
option, and here it's a Dane} 
shader. The surface is created 
using only this single shader. 


[os] The SLA shader system is 
bundled with XZ 7. The system 
can be used to create limitless 
shader trees by stacking 
shaders on top of one another. 


>»> 
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Flectriclmage has a very good multipass 
rendering system, it can’t render out 
layered files like XL 7. XL has the trump 
card though, because you can also render 
out each and every light in a scene as 
separate layers. In a layered file (BodyPaint 
or Photoshop), light passes are contained 
in folders. Don’t like a light? Then turn 

its layer folder off. Light too dim? Simply 
duplicate the layer folder and adjust 
opacity to taste. 


SHADOW PASSES 

There are some limitations with the 
system, notably with shadow passes 
which can show gaps where they meet 
objects due to the anti-aliasing filtering. 
There is a switch to minimise this effect, 
but it can still be a problem. However, 
you can still render out the full RGBA 


THE RENDERING IMPROVEMENTS IN 
XL 7 ARE HIGHLY SIGNIFICANT AND 
COMPARED TO VERSION 6, IT FEELS 
VASTLY MORE PROFESSIONAL 


[02] A new feature is blurry 
reflections and transparency. 
This uses true raytracing 
techniques to produce the blurry 
effects which are very accurate 
but can take a while to render. 


[C=] There are three 
Ilumination models on offer for 
materials: Phong (the standard 
model), Blinn and Oren-Nayar. 
Each are good for different types 
of surfaces. 


[D3] Smells Like Almonds 
shaders include a set of 3D 
shaders that are totally self- 
contained. Here you can see 
Danel, Nukei, Cheen and Banzi 
rendered — the interface is for 
the Danel shader. 


(C4) The new anti-aliasing is 
fast and produces very clean 
renders. The Geometry setting 
anti-aliases all geometric edges 
using 16 x oversampling yet 
takes less time to render. 


image, and what you gain with MultiPass 
far outweighs this small limitation. 

The material system in XL 6 was its 
weakest link. In XL 7, there have been 
some additions to the system such as 
new illumination models (Blinn and Oren- 
Nayar) with diffuse drop-off controls and 
the new Illumination section for Radiosity 
and Caustics. Improvements to the basic 
material system also include blurry 
reflections and transparency. These effects 
are realistic but can be time-consuming to 
render, though as with the rest of XL, you 
can adjust the settings to give you speed 
over quality. There is also a superb new 
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Specular highlight section that has four 
sliders (as opposed to two previously) for 
Height, Width, Fall off and Inner Width, 
probably the most flexible specular 
control yet. To give the material system 
areal boost, XL 7 ships bundled with the 
full Smells Like Almonds stackable shader 
system. When we reviewed it previously 
(3D World issue 6), we gave it five stars 
because it makes the basic material system 
an order of magnitude more powerful. 
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The system includes 2D and 3D shaders 
that integrate seamlessly into XL 7. 
Shaders include Brightness and Contrast, 
Hue (for HLS colour control) and Fusion 
for blending multiple shaders or textures 
in a single channel. There's also Lumas, 
which adds three layers of specularity to 
materials, and Distorter for distorting one 
shader’s output based on another shader. 
The bundled edition is actually version 
2.5 of SLA and there are some fantastic 
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improvements. That it is now free with 

XL 7 makes it almost worth the upgrade 
cost alone, but it was a bargain when it 
was sold separately, To complement the 
new shaders, XL 7’s material channels are 
now unclamped., That means that you can 
have reflections and luminosity brighter 
than 100% (up to 10,000%, in fact), 
essential for full artistic control over 

the look of surfaces. 


DEFORMER ON STEROIDS 
Though the modelling has not been 
touched, there is a new ExplosionFX 
deformer. This is like the old Explosion 
deformer on steroids. It can create chunks 
of your object that have thickness, blow 
them out using a huge number of 
parameters including Gravity and wind, 
make them spin and dissolve them to 
nothing over a certain time. By using 
selection sets, you can design your own 
fragment shapes for precise control, or 
let the deformer do it automatically. 
Another new deformer, though 
that’s not strictly the right term, is 
PolyReduction. It works like all the 
other deformers - ie, it’s part of XL’s live- 
modelling pipeline so you can always 
re-edit the reduction parameters — and 
your full-res object is always retrievable. 
In use, it worked very well and never 


caused XL to crash or hang even on 
very dense models. 

XLis fast becoming a major contender 
in the professional 3D world. The new 
rendering features push well past the 
competition in certain areas, though there 
are many that may still be put off by the 
look of the renders. This has more to do 
with the default settings than anything 
else because with a little effort and 
understanding, you can get truly stunning 
results that were not possible before. The 
added control of Multipass and Radiosity 
make it a very difficult package to beat at 
the price. 


OUTMODED TOOLS 

Where XL 7 is lacking is in the character- 
animation department, where its tools are 
beginning to look a little outmoded, and 
it’s certainly bettered by the competition 
in this particular area. On top of this, 
animators have to contend with motion 
channels that are still not independent, 
which is probably the worst thing about 
the program. 

That said, the new features are very 
impressive, especially when you consider 
that it has been only eight months since 
the last major release. The new Radiosity 
and Caustics are excellent, though a little 
complex. The anti-aliasing is superb and 


3D world 


WE RENDERED SOME of the scenes on the 
XL6CD using XL 7 and XL 6.2. The results 
are interesting —- some scenes show 
significant improvements while some 
are slower using the default settings in 
XL 7. However, in every case the quality 
in the XL 7 renders is better. When using 
Best Anti-aliasing mode you will often 
need to tweak the settings toget The machine used was an IBM 6866 


} 


the best speed for the scene. 1GHz PIll Xeon with 512MB RAM. 
XL Bedge 4x4 38s 
XL 7 geometry (still filter) 15s 
XL7 geometry (still filter) §2s 


XU Gedge and colour 3x3 225 
XL 7 best 1x1 —4x4 10% threshold 4 


XL 7best 1x1 — 2x2 20% threshold 195 (optimised render) 


the bundled SLA system is a very smart 
move by Maxon. When you buy XL 7, 
you also get a three-client licence of 
NET, the distributed rendering system. 

If you need a rock-solid 3D program 
that can do the bulk of 3D work very well, 
very fast and with the minimal of fuss, 
then XL 7 will be a real delight and well 
worth the investment if you’re serious 
about Radiosity and Caustics. 

Keep an eye out for the next edition of 
3D World (issue 15), which will include a 
demo of Cinema 4D XL 7 on the coverdisc 


as well as a four-page tutorial, 3D 


PROS 

¢ Fast Radiosity and Caustics ¢ Excellent 
interface © Integrated environment © Smells 
Like Almonds shaders ¢ Fully extensible 


CONS 
© No independent motion channels ¢ Character 
animation and IK could be better 
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an introduction to NURBS 


You use NURBS daily in all areas of 3D CG, but do you really know what they are? symareroomrteo 


PRICE £35 (US $50) 

* Author: David F Rogers 

* Publisher: Morgan Kaufmann 
# Contact: 001 (415) 392 2665 
© Web: www.mkp.com 

© ISBN: 1558606696 

» Pages: 300 


URBS — or NonUniform Rational 
N B-Splines to give their full title - 
are a special type of curves that 


have revolutionised engineering and 
CAD/CAM, and more recently, computer 
graphics and animations. They are a 
way of representing complex 
curves in 3D dimensions that 
encompasses many other 
curve-modelling systems. In 
other words, NURBS are a 
virtually all-inclusive way of 
representing every type of curve 
using a single mathematical 
ales model. The trouble is, that model 
2 he is still the subject for constant 
oe. research and revision, so it comes 
as little surprise to discover that 
most people don’t understand the 
underlying mathematics, 
In this book, David F Rogers 
attempts to shed some light on the 
subject without miring you down in a 


) 


swamp of corrolaries and addenda. 
However, you'll need good A-Level maths 
or beyond to understand it because it’s 
heavily illustrated with formulae, and 
uses mathematical language virtually 
from the word go to talk about the 
various concepts. As David writes, 
‘this is no NURBS for dummies’. 

Despite the complicated maths, this is 
a thoroughly well-planned and written 
book and David has a gentle sense of 
humour. So often, technical books are 
born out of a deep love for the subject 
rather than a strong to desire to clarify 
that subject for others, resulting in 
stream-of-consciousness writing that 
makes for very difficult comprehension. 

However, in this case, the book is 
broken down into logical chapters, 
complete with tension-relieving historical 
perspectives at the end of each section. 
There are even questions at the end to 
test your understanding, and a pseudo- 


code example, with real code versions 
available on the Web site. The algorithms 
are also fully listed. 

The book starts with Bezier curves 
and progressively follows their evolution, 
progressing through B-Spline curves, 
Bezier surfaces, etc, before concluding 
with Rational B-Spline surfaces. This is 
not so much a book to read in a single 
sitting then forget than a book to be 
slowly digested over a month with a pen 
and paper to hand, then stored for 
permanent reference. It’s not going to 
help Maya users build better models, but 
if you write 3D modelling systems, or you 
animate using B-Splines or NURBS, then 
this will enable you to fully understand 
some of the tools. 2D 
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an Introduction to implicit surfaces 


Thanks to implicit surfaces, you can enjoy new capabilities for modelling objects svmarsroomrieto 


PRICE £47 (US $40) 

© Author: Various 

© Publisher: Morgan Kaufmann 
© Contact: 001 (415) 392 2665 
¢ Web: www.mkp.com 

© ISBN: 155860233X 

Pages: 352 


hether you're an animator, a 
CAD designer, a model-maker 
or a graphic artist, implicit 


surfaces can change the way that you 
draw, design, render and animate. They 
can easily describe intricate, smooth 
shapes that are part of articulated 
models whose surface topology 
may change during animation. 
Unfortunately, as with so many 
areas of 3D modelling, they’re 
not the easiest thing in the world 
to understand, 

As with An Introduction to 
NURBS, you're certainly going to 
need a very solid grounding in 

maths, 3D modelling and topology 
to understand it. The very first 
example in the book took half a 
dozen readings to make sense of, and 
things became more complicated 


from there throughout the first chapter, 
with fairly heavy mathematical equations 
and comparisons littering every page. 

The sections are written by different 
experts in each field, and although this 
might result in a mish-mash, it actually 
works in your favour, After the first 
section, things get better, and the 
subsequent ones are somewhat easier to 
digest, so that by the time I'd progressed 
through The Algebraic Properties of 
Second-order Surfaces and Implicit 
Surface Patches, to Ray Tracing Implicit 
Surfaces and Convolution of Skeletons, 
| started to feel on a bit more familiar 
territory. Moreover, the writing style was 
somewhat more accessible and literary, 
rather than decidedly scientific as it 
started out. 

The book is heavily peppered with 
appropriate illustrations, and a colour 


section in the middle, These really help 
to elucidate what is, after all, a complex 
subject. Unfortunately, this book is overly 
scholarly in style in some chapters, and 
the language itself often adds to a sense 
of confusion. 

At four years old, this book does not 
fully reflect the latest advances in the 
field, although it does have a support 
Web site, which helps. It varies between 
being inscrutable and highly interesting, 
but it really isn’t one for the average 3D 
designer. However, if you program 3D 
systems, it will give you a fascinating and 
beneficial insight into the fundamentals 
of your craft. 3D 


dvGarage Surface Toolkit Vol 1 


Add a layer or realism to your work with a little bit of urban decay 


PRICE £155 
$249 


SUPPLIER 
dvGarage 


CONTACT 
001 415 626 2400 


WEB 
www.dvgarage.com 


MAIN FEATURES 

© 166 2,048x2,048 grunge maps 
in Photoshop format 

© Extensis Portfolio Browser 

© Nine video tutorials plus 
various support files 

© 34 Attention to Detail video 
tutorials highlighting the 
effects of wear and tear 
on real objects 


(C2) A clean wood surface 
texture map. However, it’s just 
abit too clean... 


[B=] A flat, black logo is applied 
and grunge maps used to break 
up the surface, creating holes 
and adding a blurry stain 

where the paint has soaked 

into the wood. 


(C3) The texture is dirtied up 
with another grunge map, 
applied with a gradient so that 
just the edges are made grubby. 


(co.)] Additional darkening is 
applied to the very edges of the 
texture, and an overall layer of 
grime and scuff marks added to 
finish it off. 


[OS] And here's the finished 
render, complete with weathered 
texture map and bump maps. 
Pretty realistic, eh? 


(Cas) Extensis’ Portfolio Browser 
lets you select a map, but the 
thumbnails are all very small 

and often quite similar. 


he Surface Toolkit Vol 1 is, 
essentially, a large collection 
of hi-res (2,048 x 2,048) tiled 


‘grunge’ maps in Photoshop (PSD) format. 
These greyscale image maps — some 166 
in total - are designed to help bring an 
added level of realism in 3D work, though 
it’s certainly not hard to see how they 
could be used in a similar fashion with 
any 2D illustration. 

These relatively simple image maps 
have a multitude of uses. By applying 
the images directly as diffuse, specular, 
reflection and bump maps, it's possible 
to rapidly ‘dirty’ up a 3D model, creating 
much more realistic surfaces for your 
objects. The images can also be used 
to add everyday dirt and grime to your 
existing colour maps, applied as a 
displacement map to break up existing 
textures, or used as selections/alpha 
channels to remove parts of the image 
in an organic, distressed manner. Blurred 
grunge maps can also be used to displace 


3D meshes, again to produce realistic, 
organically random shapes. 

Of course, the Surface Toolkit images 
can also be combined in many different 
ways to create an infinite number of 
new grunge maps. By modifying their 
greyscale Levels or adding blur, you can 
also subtly alter their characteristics to 
varying effect. When applied in the right 
way, these maps do help to bring an 
added level of realism to your work, and 
prevent reliance on built-in procedurals. 

However, there’s certainly a degree 
of experimentation required with your 
3D app before replicating the examples 
provided on the disc. You'll also need 
to convert them to a suitable format 
before applying them, depending on 
your host program. 


GRUNGE STOCK 

Obviously, it’s taken some time to prepare 
all 166 grunge maps and generate the 
requisite greyscale images then tile them 
perfectly, and on that basis this is an 
accomplished collection. However, 

the presentation is somewhat lacking. 
Extensis’ Portfolio Browser gives you rapid 
access to thumbnail images, but it’s often 
difficult to differentiate between them, 
and since the grunge maps are labelled 
dvGSTK_001 through 166, you don’t get 
much of a clue as to their original source 
or potential application. 

Similarly, the tutorials (there are nine in 
all, with associated PDFs and source files) 
are very polished but all too brief, and 
only really scratch the, ahem, surface 
of what’s achievable with the Surface 
Toolkit. Not only that, but they’re all 


BY STEVE JARRATT 


currently available on the dvGarage 
Web site and downloadable for free. 
Without any exclusive tutorial material, 
this leaves the Surface Toolkit a rather 
pricey collection. 

It’s not inconceivable that a decent 
digital camera and some time spent in 
Photoshop would yield equally useable 
results, but for those who have no 
inclination to create their own grunge 
maps, or busy studios looking to build a 
resource library, there’s no denying the 
overall usefulness of this collection. 2D 
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TESTIS 


PROS 

* Extensive library of grunge maps ® Lots 
of varied applications for 3D and 2D work 
© Professionally created and tiled 


CONS 
© Many maps are very similar ¢ Tutorial 
material not exactly comprehensive 
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Amapi 3D 6 


Web 3D output and more modelling tools feature in the latest version of Amapi 


PRICE $399 


SUPPLIER 
Computers Unlimited 


CONTACT 
+44 (0)20 8358 9235 


WEB 
www.eovia.com 


MINIMUM SYSTEM 

Windows 

* Pentium tl 300MHz or better 

© Windows 98/2000/NT 4.0 (with 
SP3 or later) 

© 64MB of physical RAM 

© 24-bit colour display 

¢ CD-ROM drive 

© 100MB free hard drive space 

© 3D graphics accelerator card 
recommended 


Macintosh 

* Power Macintosh G3 266MHz 
or better 

© System 8.1 or later 

© 64MB of application RAM 

© 24-bit colour display 

© CD-ROM drive 

© 100MB free hard drive space 

© 3D graphics accelerator card 
recommended 


MAIN FEATURES 

© Polygon and NURBS modelling 

© 3Space Web 3D animation output 

© Web 3D features special effects 
and object physical properties 

¢ Subdivision Surfaces modelling 

© Polygon reduction 

¢ Improved smoothing tools 

Improved material system 

New primitives 

 Spherizer deformer 


ost 3D aficionados will be 

familiar with Amapi. It’s a 3D 

program that sticks out from 
the crowd due to its unique interface 
and modelling methods, which are far 
from the norm. This new version adds 
some interesting new features to an 
already interesting package. 

Amapi uses a single 3D view for 
displaying scenes, which takes up the 
entire monitor save for a strip at the top 
and bottom containing tool information 
and viewing controls. You can also find 
link tools, ghosting options and the like 
here, but the main toolset is displayed in 
an arc of floating 3D icons at the top-right 
corner and side of the interface. Flicking 
your mouse off to the right swaps the 
set of tools displayed. If you watch an 
experienced Amapi user working, it looks 
like they have some sort of twitch, but 
they're simply finding the right tool. 

Amapi 3D 6 maintains this interface that 
is its trademark, and a good thing too 
because by and large it does work well. 
Having a single view can pose problems, 
especially when it comes to accurate 
placement of objects. Amapi has an axis 
graticule that appears when drawing 
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curves or polys, or sculpting or moving 
objects that are locked to two axes. Rotate 
the view (using the cursor keys) and 
beyond a certain point, the axes switch 

to another set. At any time, tapping the 
space bar constrains actions to one of 

the two displayed axes. In this way, it’s 


easy to pul points where you need to or 


draw accurate models simply by rotating 
the view. 


SMOOTH OPTIONS 

Amapi has always been an excellent 
modelling tool, though a little unstable at 
times, and the new version continues in 
this tradition by adding further modelling 
refinements and tools. Amapi features 
Subdivision Surfaces modelling (SDS) and 
the new version has improved this with 
better Subdivision smoothing options, 
including the ability to add tension or 


[021] The new Height Field can 
be used to convert a greyscale 
image to a polygon object. Each 
pixel is converted to a polygon 
based on the brightness. 


(02) When using the Smoothing 
tools (SDS), you can define which 
edges you want to remain 
unsmoothed. These are marked 
in yellow on the object. This adds 
flexibility to SDS modelling. 


relax a mesh at selected edges or in its 
entirety. There are also global extrusions, 
enabling you to model a pitted golf ball 
from a simple sphere object by extruding 
the faces. 

Deformation has been improved too 
There is a set of new deformations tools 
that wrap objects to a sphere, cylinder or 
plane and can be used interactively on 
models. A further deformer, the Height 
Field, enables you use a bitmap image 
to distort an object. Another special 
deformer is the Spherizer, which can 
be used to pucker or bloat an object. 


THE MOST EFFORT, IT APPEARS, HAS 
BEEN PUT INTO THE BRAND-NEW WEB 
3D EXPORTING SYSTEM CALLED 3SPACE 


[03] 3Space is Amapi’s Web 3D 
export system. It requires a 
browser plug-in for viewing the 
results but you can achieve some 
fairly complex 30 effects and 
animation including dynamics. 
However, the 3Space interface in 
Amapileaves a lot to be desired. 


[644] Bump/Unbump enables 
you to increase or smooth 
the surface displacement 

on an object. 


Extra primitives have been introduced 
in Amapi 6, which is always a bonus. As 
with the Height Field deformer, there 

is a primitive which takes a bitmap and 
converts it into a polygon object based 
on the brightness values in the image, A 
useful addition is the polygon-reduction 
tool. However, it tended to be very slow 
and on more than one occasion hung 
the machine while trying to reduce a 
moderately dense mesh. 

Rendering in Amapi 6 is very good, 
though not earth shattering. It has a 
healthy raytrace-rendering engine capable 
of good-quality output, though there 
could be better control of anti-aliasing. 


THE MATERIAL MANAGER has received a whole new makeover, but the changes 
are not only skin-deep. The material system, which is as bizarre as the rest of Amapi, 
feels more responsive and seems much easier to use and understand. Though you 
can use bitmaps to contro! most of the material channels, Amapi has a shader system 
for creating various fractal patterns, wood, marble, etc, and a texture-layering system 


that can achieve fairly complex results. 
The new system is a worthy addition to 
the program, not least because the 
previous incarnation was so clunky. 


eu <u. -iG 


The new material interface is easier to work 
out than before. Despite being a cosmetic 


overhaul, things seem to work more 
predictably too. 


The most effort, it appears, has been put 
into the brand-new Web 3D exporting 
system called 3Space. This is a separate 
environment that you access from within 
Amapi much like the material editor. You 
get a small preview window flanked by 
the system controls and options and the 
whole thing is overlaid on top of the main 
3D view. It would look neater and provide 
more flexibility if the whole thing was ina 
separate interface with an adjustable view 
size, but that’s Amapi for you. 


INTERACTIVE VIEW 

The 3Space system takes your Amapi 
objects and converts them so that they 
can be viewed in a Web browser in 
glorious interactive 3D. It uses the ZAP 
format to store model data and XML and 
requires, as with most Web 3D systems, 
that the viewer downloads and installs 

a free browser plug-in. 

However, that is not the end of the 
story. 3Space goes further by enabling 
you to link events to your objects when 
the viewer interacts with them in their 
Web browser. A mouse-over could cause 
the object to spin, bounce or even catch 
fire. A library of effects are on offer which 
can be assigned to your objects and 
triggered. But there’s more. 3Space can 
also perform dynamics simulations. You 
can assign mass, friction, drag, etc, to 
objects and then 3Space will calculate 
their behaviour. 


There’s lots to like about Amapi. For 
modelling, it combines Polys and NURBS 
and SDS in a unified environment that 
works well and ships with hundreds of 
3D objects too. However, the program is 
compromised by its tendency to crash. 
Also an inexcusable bug prevents you 
from opening any Amapi document that 
has been saved. Quite how this one 
slipped by is anyone’s guess because it's 
a fundamental requirement to be able to 
open your work. You can Import the scene 
just fine so it’s not as desperate as it at first 
seems, but it doesn’t inspire confidence. 
Despite the glitches, working in Amapi 
can be fun and productive (if you can 
keep the program from falling over) 
Rendering and texturing are not quite so 
impressive and animation is more or less 
an afterthought, but the 3Space output 
is a decent addition. E 


PROS 

* 3Space Web 30 output * Decent modelling 
environment supporting NURBS, polygons and 
SDS © Enjoyable to use 


CONS 
© Crashes too easily © Interface can be poorly 
designed at times Lights are not very flexible 
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Merlin 3d 


Is this Digital Immersion’s first real attempt to enter the professional 3D market? 


PRICE Merlin 3d$595 
Nav 3D controller $395 
Bundled together $795 


SUPPLIER 
Digital Immersion Software 


CONTACT 
001 705 522 7991 


WEB 
www.merlin3d,com 


MINIMUM SYSTEM 

Pentium 2 or AMD K6 

¢ 64MB RAM 

* 250MB HD 

© Windows 95 

© 8MB Direct3D videocard 
supporting 1,024x768 


MAIN FEATURES 

© Fast real-time render 

© Lightworks render engine 

© Good object-import support 
* Radiosity 

© Inverse kinematics 

* Subdivision surfaces 


(C2) This shows a form 

of Image Based Lighting, 
performed using the current 1.0 
release of Merlin 3d with no 
additional add-ons or tools. 

The actual light source was 

a large sphere turned into an 
area light, and Inverted so the 
light shines ‘in’, 


[G2] This is the main box art for 
Merlin 3d. Andrew Moffitt was 
commissioned to produce this 
for Digital Immersion. 


t $595, Merlin 3d finds itself in 
= the mid-range market for 3D 

software, probably one of the 
most cut-throat sections of the market. 
So can it stand up to the rest, or even 
better, stand above them? Opening M3d 
reveals a sparse working environment. 
The near monochromatic UI is clean and 
uncluttered. Nearly all of the tools and 
modifiers can be found in a stack of five 
tabbed panels lined up along the left side 
of the screen by default. As part of the UI 
customising features, these panels can be 
torn off the stack and floated anywhere on 
the screen. The main window can also be 
split into four views. 

Under the tool stack is a small, non- 
scalable viewport that can be set to any 
view, useful for a scene overview. Some of 
the tool panels or options boxes seem a 
bit too large for their task. One that stands 
out is the render options panel, which is 


AS A MODELLING TOOL, M3D OFFERS 
POLYGON MODELLING, BUT NO NURBS 


approximately a third of the screen size. 
Initially, the panel seems to have more 
blank panel surface than options buttons. 
A few clicks will reveal the reason for the 
space. M3d uses the Lightworks PRO 5.6 
render engine, which comes with the 
associated trimmings of back/foreground, 
post-process shaders and radiosity 


options. Group these with render-type 
settings, animation, render output 
formats and the choice of panel size is 
clear. It would have been good to see 
this and the rest of the options panels 
as stackable too. 

Lighting comes in the standard forms 
of spots, directional, projector, point and 
area light, the latter of which 
can be assigned to an object, 
but can be detrimental to 
render times if used on high- 
poly objects. The on-screen 
representations of spot, 
directional and projector 
sources are identical and 
easily confused, and the 
modify panel shows 
immediate differentiation 
only by text description. 
Light settings include several 
quality options for resolution, 
softness, tolerance and 
transparency for raytracing 


COURTESY OF: Digital Immersion Software © 2001 by Andrew Moffitt 
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or shadow mapping. M3d‘s exclusion 

of real-world lighting data import might 
rub against the realism aspirations for 
architects, but the overall lighting 
control is impressive. 


GEARED UP 
For presentation, M3d is geared to run 
in DirectX solid preview. No OpenGL 
effectively rules out users running under 
WindowsNT. A high-level solid preview 
performance is boasted for M3d with real- 
time textures of up to 2,048 x 2,048 
without much loss of manipulation speed. 
A justified claim. However, wireframe 
modelling seems to drop in performance 
on high-poly scenes. Unfortunately, there 
is no wireframe over the solid capability. 
As a modelling tool, M3d offers 
polygon modelling, but no NURBS. There 
are a fair number of edit and modify tools, 
including bend, twist, taper and shear, 
to mention a few. However, some of the 
more obvious tools aren’t there, such 
as the ability to add or delete edges or 
vertices, which is plainly a negative point 
for serious organic modelling. The fact 


COURTESY OF: Digital immersion Software © 2001 by Terry Cotant 


Head geometry thanks to 3D Cafe's VIP Lounge 


that M3d has Subdivision surfaces just 
gives lip service to the soft modelling field. 
As a plus point, there are a couple of 
innovative profile editors that, via a small 
modifier window, enable profiles or 
sections to be altered or created on 
primitive objects, which is useful for 
roughing out geometric shapes. 

The stronger hard-edged modelling 
capabilities, coupled with an Autodesk 
import engine — which suggests smooth 
import of DWG, DXF and 3ds files — tend 
to lean M3d towards AEC and MCAD 
users either as an import and render tool 
or a construction arena. Access to object 
surfacing is via the Paint tab in the side 
tool stack. M3d comes with a good 
selection of basic materials, both bitmap 
and procedural. Procedurals are limited to 
the Lightworks Shaders, and no custom 


ALONGSIDE THE RELEASE of Merlin 3d, 


Digital Immersion offers its navigation 
tool, the Nav 3D for a bundled price of 


$795. Nav 3Dis designed as a scene object 


manipulation aid. Gently twisting or 
pushing the Nay 3D gives movement in 


the x, y and z-axis of the workspace. M3d 


is still perfectly operational without the 


Nav 3D, but its excellent integration into 


the software offers several advantages. 


Working in conjunction with the mouse, 


shaders are included. Textures can 
be imported as original, greyscale or 
inverted — useful for creating bumpmaps. 
One serious drawback is the inability to 
layer materials and create subtle blends. 
Animation tools are not very advanced 
but do include Inverse Kinematics, deform 
animation, keyframe editing and spline 
paths. Output is limited to AVI, though 
you can output to a series of bitmapped 
files as well. One cool feature is the 
integration of Digital Immersions’ 
hardware navigation tool. Piloting the 
device does take some practice, while 
presentation walkthrough animations 
are fast and easy to record as all the 
input via the optional Nav 3D controller 
can be seen and recorded in real-time. 
Nevertheless, a couple of additional 
features, such as using the mouse to 


workflow is significantly increased. Another advantage of using the Nav 3D is the 
ability to record live camera movement, specifically for walkthroughs or live 


demonstrations. The recording can also 


be an editable spline path. 


(cS) Near pixel-perfect shaded 

manipulation and presentation is 
one outstanding feature of M3d's 
approach to 3D visualisation. 


[4] A rather intuitive approach 
to shaping primitives is the 
profile editor. Editing the points 
on the edit panel gives live lathe- 
like updates to the 3D object. 


ANIMATION TOOLS ARE NOT VERY 
ADVANCED BUT DO INCLUDE INVERSE 
KINEMATICS, DEFORM ANIMATION, 
KEYFRAME EDITING AND SPLINE PATHS 


rotate the camera and mouse wheel to 
zoom could be a good touch — though 
rotation is possible using the Nav 3D 
device. As an overall package, M3d does 
offer an intuitive way of creating and 
presenting final designs, but by being 
promoted as a complete modeller, 
animator and renderer, Digital Immersion 
may have spread Merlin’s magic just a little 
bit thin, OK, all the bases are covered, but 
there’s something lacking in the depth, 
details and control. As a young company, 
Digital Immersion has made a brave effort 
entering this section of the market. If 
aimed predominantly as a visualisation 
tool, M3d will be accepted by a variety 

of upcoming design houses. 3D 


ZDwortd Verdict 


FEIT 
PROS 


¢ Fast real-time render © Good lighting options 
* Fast learning curve * Modest minimum 
system specs 


CONS 
* Toolsets a little shallow ¢ No OpenGL « Limited 
shader options 
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Kelseus Cloth 


Can Kelseus’ cloth-simulation plug-in stand its ground against the competition? 


PRICE £399 
$599 


SUPPLIER 
Kelseus Limited 


CONTACT 
+44 (0)1223 471 224 


WEB 
www, kelseus.com 


MINIMUM SYSTEM 
© 300MHz Pentium II 

© 128MB RAM 

© 300MB swap file 

* Windows 98/NT4/2000 

© SMB hard drive space 

© 3ds max 3.1 or 4 

NOTE: Windows ME and 95 
are not supported 


MAIN FEATURES 

* Caching 

* Collision detection 

Uses max’s own space warps 

* Recalculation reduction locking 
Follow Mesh constraint 

* Fabric library 


ver the past few years, there 
have been numerous cloth 
simulation plug-ins released 


by various companies all claiming to have 
the most effective simulation, the most 
recent being Cloth from Kelseus. But can 
it stand out from the crowd and follow 

in the footsteps of plug-ins such as 
ClothReyes, Stitch, the free SimCloth 
plug-in and MAXScript? 

Cloth’s main bonus point is its 
simplicity, especially comparing it to 
ClothReyes, which is slow to update and 
slightly cumbersome to use. But simplicity 
does not mean that it is an inferior 
product, quite the opposite in fact. The 
collision detection is exceptional and the 
ability to bind the cloth to another 
translating object works very well. With 
most cloth plug-ins, if a setting or two is 
modified, then the entire scene has to be 
recalculated. Not so with Kelseus Cloth. 

The ability to lock ranges of frames so 
that only those required are recalculated is 
ingenious. The recalculation method can 
be set so that it only updates on frames 
that you require, such as if you click on 
the play button in max or scrub the time 
slider bar across to a certain frame, Cloth 
will only update between the frames 


THE ABILITY TO LOCK RANGES OF FRAMES 
SO THAT ONLY THOSE REQUIRED ARE 
RECALCULATED IS INGENIOUS 


[C2] By using collision detection 
and the Follow Mesh feature, 
Kelseus Cloth can perform 
exceptionally accurate 
simulations on translating 

and deforming objects, and 

even on low-poly objects. 


(C=) Kelseus Cloth can use 
max's own Wind and Gravity 
Space Warps. Here a cloth 
simulation using max’s Gravity 
Space Warp is assigned to the 
Cloth modifier with collision 
detection on the table. 


selected and not the entire animation. 
Very handy. 


HANG UP 

The feature to hang the cloth on 

a character or object has also been 
introduced, as has the ability to view 
faces that intersect the collision object(s) 
on the first frame so the positioning can 
be amended and the simulation correctly 
calculated. max’s Wind and Gravity Space 
Warps can be used with the modifier; 

all parameters should be set within the 
Space Warps and then they are simply 
introduced into the plug-in’s rollout. 


Once all the parameters have been set, 
Cloth can store fabric types to a library for 
future simulations. 

However, there do seem to be one or 
two minor flaws in the plug-in, although 
Kelseus reports that these are mainly due 
to max’s architecture and are not the 
plug-in’s fault —- namely the fact that if the 
Cloth modifier is deleted, it sometimes 
cannot be re-assigned until the Cloth 
motion controller is deleted from the 
object’s properties in the Motion Tab. 

Also, there does seem to be a problem 
opening up non-cached scenes in max 4 
that have been previously created in max 
3, mainly due to recompilation problems 
with max 4’s SDK, although an update 
should be on its Web site by the time 
this article goes to print. Kelseus also 


BY PETE DRAPER 


recommends that to fully optimise 
recalculation speed of cloth on deforming 
meshes such as characters, you should 
clone the mesh that the cloth is to drape 
over and delete parts of the mesh which 
the cloth will not touch. It’s not exactly a 
proper fix, but works well nevertheless. 

It is noted that Kelseus is aware of any 
major problems and plans a few additions 
to the next incarnation, the highlight of 
which is tearing, which seems to only be 
present in ClothReyes. The beauty of Cloth 
is its simplicity and speed, so comparing it 
with other more complex cloth simulation 
plug-ins doesn’t really do it justice. 2D 


ZDworld verdict 


® Exceptionally realistic simulation ¢ Fast 
calculation speeds * Caching of simulation 
© Ability to store settings in a library 


CONS 
© Removal and re-assignment of modifier 
problems ° Caching for real-time playback 
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Fresh! 


New look MACFORMAT on sale Thursday 12 July 
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COURSES 


VANCOUVER, CANADA 
3D Animation In Film 

and Games, Infocast 

Institute of Digital Arts 
Infocast offers three main 
animation programs, using 
Softimage and Maya platforms. 
Animation In Film prepares 
students for positions in film 
and related industries with 
training in drawing, film theory, 
animation principles and 3D 
animation techniques. 3D 
Game Animation is designed 
for students who already have 
3D animation experience and 
wish to hone their skills by 
experiencing the game design 
process in a team framework. A 
3D Team Production Internship 
is also available, 

CONTACT: Admissions 

T: +1 604 717 8080 

E: info@idaschool.com 

W: www.idaschool.com 


DUNDEE, UK 

Softimage Training Courses 
The School of Television 

and Imaging, Duncan of 
Jordanstone College of Art 
Among the courses offered at 
the school are two five-day long 
Softimage 3D courses, endorsed 
by the company itself. The Level 
One course covers each module 
of the software, beginning with 
modelling, motion, actors, tools, 
particles and mental ray. Level 
Two is more project-based and 
introduces problem-solving 
skills. The courses normally cost 
£1,250 and £1,400 respectively. 
CONTACT: Joanne Coull 

T: +44 (0)1382 345 250 

E: enquiries@imaging.tvi. 
dundee.ac.uk 

Ww: imaging.tvi.dundee.ac.uk/ 
softimage 


WHAT DO YOU DO, THEN? 


MANNY 
PAPAMANOS 


Graphics Support Engineer 
Softimage, Montreal 


At school, | had worked 
countless hours to come 
up with a decent demo 
reel and it paid off. My 
first job is where I really 
discovered the ins and 
outs of 3D graphics. 
Other than the software 
itself, you also discover 
complex compositing and old-school IRIX stuff. 

I've been working for Softimage in Montreal for 
the past two-and-a-half years. After about five years 
in production, | decided to make a leap towards 
working as a graphics support engineer. It takes lots 
of patience and practice. You have to realise that for 
an artist to get off from their project and dial a 1- 
800 number they've come to a complete cul-de-sac. 

It gets really interesting because you're always on the 
forefront of technology and constantly exposed to 
new tools that were never before available. 

The role consists primarily of finding solutions 
to problems. You start by investigating, and usually 
the problem is related to usage. Other times you've 
exhausted your research and have to come up with a 
logical workaround, and chances are you've already 
dealt with this at one time or another and the 
response is automatic, 

You also get to help out extremely talented 
artists and troubleshoot scenes that eventually make 
it to the movies or broadcast. It’s quite rewarding. 
You also consult with all the talented people that 
helped in the development of XS/, which helped me 
understand XS/ in great depth. Without a doubt it 
kicks butt. 

| usually stress one thing to newbies in the field, 
which is not to feel too comfortable in their work 
environment, as the job never consists of just doing 
the work and getting paid for it. You always have to 
go a step further and analyse new tools and create 
your own complex scenes, because chances are you're 
in charge of a specific task in a production that you 
can’t necessarily call your own and at times can’t use 
on your reel. 

Many believe that there is a great deal of stress 
involved with this position but I've been under more 
stress and pressure in production environments. One 
of the great perks is that I'm free to work on my own 
personal projects when I'm not actually busy on the 
job or on research, 

CONTACT: mpapama@softimage.com 


Job moves, new courses, contacts and big contracts: Movers & Shakers 
is your window on the 3D industry, showing who’s doing what and where 


MOVERS 


Sheffield’s ZOO has followed 
up its recent takeover of 
KAZOO 3D with the 
announcement that has 
bought the business assets 
of STARTLE, a digital service 
provider with interests that 
include the Web, CD-ROM, 
interactive TV and touch- 
screen kiosks. 


EYETRONICS, maker of the 
SNAPESNATCHER 3D 
SYSTEM, has signed Jadason 
as a reseller to the Asian 
market. The company has 
more than 30 engineers to 
provide support for Eyetronics’ 
product line. 


REALVIZ has appointed 
PATRICK DUMA as CEO. 
He previously worked as head 
of the company’s Online 
Solutions division. 


FRAMESTORE has 
announced the promotion 

of MARKUS MANNINEN 
to Deputy Head of 3D. The 
appointment follows Andrew 
Daffy’s promotion to Head of 
3D Commercials. Elsewhere in 
the company, Henry operator 
PAUL O’BRIEN has joined 
the post-production facility, 
while STEPHANE 
ALLENDER’S arrival has 
boosted the company’s team 
of inferno artists. 


New Zealand's RIGHT 
HEMISPHERE has acquired 
the Russian company X- 
DIMENSION SOFTWARE, 
the company which developed 
3D Exploration for viewing and 
managing 3D assets. 
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— we need the very best to join our existing 
teams in developing a blockbuster suite of titles 
on = major gaming ns 


-*Animators 

Experienced 3D animators required. 
Successful candidates will have a working 
Knowledge of current commercial 30 
animation packages, or extensive 
traditional 2D animation experience. 


*Level Designers 
Experienced designers required for original 
and license based titles. Ideal candidates will 
have experience in platform or fps genres. 


Ls 


*Web Designer 
Eis sh/HTML programmer for Internet/Intranet work. 


We also require experienced C/C++ programmers 
for tools and game development. 


< 


Please apply to: 


Personnel Deptartment, 

Eurocom Entertainment Software, 
Eurocom House, 

Ashbourne Rd, 

Derby. 

DE22 4NB 


Email: jobs@eurocom.co.uk 


: | CNTEICTANMENT 


Image used by kind permission of MGM — , Electronic Arts Inc. 
The World Is Not Enough [c) 1999, Danjaqg, LLC and United Artists. All rights reserved. 5O FTWARE 
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GET INVOL VED AST SHV ISEKART os dS 


We are currently seeking the following 
talented and experienced: 


a ENGINE PROGRAMMERS 
8B LEAD FPROGAAITITIERS 
¢cLEAD AATISTS 


0 BATISTS 
(texture and 3D) 


wuww.davilex.com 


Please send 
your CV and 


| f . Mate . . . . . 
bark ce Davbex, Davilex Games, a division of Davilex, is growing rapidly and is by far the largest 


Marion Kusters, Game Developer of the Netherlands. With a staff of 70, we are currently in the 
Postbus 174, 3990 DD European charts with localized family PC and PSone race games (A2 Racer, 
Houten, The Netherlands or ae : 
send an email to jobs@davilex.nl Autobahn Raser, London Racer etc.). More than one million copies of our games 
Reference Number: a have been sold all over Europe. Now we are ready to conquer the world with our 
ED 398 A, B, C or D (only EU-citizens) 2 3 

next generation multi platform games. 


DAVILEX. 


For more information visit us at: www.gamedev.davilex.nl 


CONTACT Alex Tempest 
alex.tempest@futurenet.co.uk 
t +44 (0)1225 442244 ext 5182 


MOVES TRAINING edebte 
OBS 
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One problem? Three solutions. 
020 7222 8484 


QUARIC 


training studio partnering recruitment 


Since 1989 


corpsresults@corps.co.uk 


Wwww.corps.co.uk 


J 


Ravensbourne 
College of Design and Communication 


For more information 
& an application pack 
please contact: 


Andrew McRae 

Course leader 
Ravensbourne College of 
Design and Communication 
Walden Road 

Chislehurst 

Kent BR7 5SN 

020 8289 4900 
a.mcrae@rave.ac.uk 
www.rave.ac.uk 


BA (Foundation) 
Computer Visualisation 
and Animation 


2 years full time, with optional one 
year top up to honours level 


We are looking for exciting and 
dynamic applicants to join this new 
two year course commencing in 
September 2001 


Part of a new higher education 
initiative this course enables students 
to learn and develop skills in 
computer aided three dimensional 
modelling and animation. 


On graduation students would be 
able to apply for positions as 3D 
Artists, Visualisers, or Animators, in 
the design and_ entertainment 
industries or apply for an additional 
one year top up to honours degree 
level. 


Game Artists & 
Designers 


Positions UK 
& abroad 


“I'd just like to say many thanks to the team at OPM 
Response for all their hard work. | did not expect such a 
great response so quickly! | will highly recommend you to anyone 
| know who wants to get into the computer games industry.” - 


“OPM provided me with a friendly, efficient service that placed me in a 
fantastic job! | couldn't have asked them to do more.” - 


“OPM Response found me a great job in under two weeks. Give them a ring!" - NOW! 
* 
"Of the five different agencies | contacted, only 2 bothered to reply One of these was OPM 


Response, who quickly found me a suitable position." - (7 


“OPM Response provides o supportive, fast and efficient service." - 


“| am extremely pleased with the individual attention | received whilst pursuing a job via OPM, | was 

treated with care and enthusiasm at all times. | was surprised at how rapidly my profile was matched 

to a job and before | knew it | was having a job interview. | even managed to get my foot in the door of 
a profession | had no previous experience in. | have recommended OPM's services to my friends as the 

best recruitment agency | found after weeks of searching other Yerba Usmotely 1 found OPM to bea 

uniquely helpful method of getting me in front of employers.” - 


For further details of all our vacancies or to register go 
to 2 $ or call us on the number below. 


Tal: 0 | 206 www.opmijobs.com 
544044 SPM 


info@opmjobs.com 
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OPM Response Ltd, Ist st Floor, Colchester Town Station, St. Botolphs Comer, Colchester CO2 7EF 
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CONTACT Alex Tempest 
alex.tempest@futurenet.co.uk 
t +44 (0)1225 442244 ext 5182 


OBE - 


THE DIFFERENCE ke tpycen 
THEM AND US, IS US 


name Russ Bigg 
Artist, Severance: Blade of Darkness 
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VACANCIES AVAILABLE ON ALL OUR EXCITING GAMES FOR: 
Animators, Ingame Artists, Character Modellers 
PhotoShop & 3D Studio Max skills required. 


Don’t play games. Live for them. 
Send your CV to Stephen Harrison-Mirfield, Codemasters, PO Box 6, 


Leamington Spa, Warwickshire CV32 OSH. Alternatively, call Stephen on 
01926 816000 or email: recruitment@codemasters.com 


www.codemasters.com 
GENIUS AT PLAY™ 
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CONTACT Alex Tempest 
alex.tempest@futurenet.co.uk 
t +44 (0)1225 442244 ext 5182 
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or On-Line 


| prEEEmoeTemee www.StayAnimated.coml 


LOOKING FOR 3D ARTISTS, ANIMATORS, 
MODELLERS AND PROGRAMMERS? 


“| measure a magazine’s worth by the response rate | receive from 
my advertising, 3D World really produces the results in this area 
and this has been down to the exellent content it contains.” 


5 
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Stephen Harrison-Muirfield 


Codemasters ty Recruitment Manager, Codemasters 


“We at Lost Boys Games have been very impressed by the quantity 
and especially the quality of the candidates that responded to our 


recruitment advertisement.” 
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CALL ALEX TEMPEST ON 
01225 442244 EXTENSION 5182 


CONTACT Alex Tempest 
alex.tempest@futurenet.co.uk 
t +44 (0)1225 442244 ext 5182 


\y lan ineen 01926 613002 
* ywnntbetiniculccom/central: uk/~ 


edia Training for Professional Development 
Located in the heart ee \near Stratford Upon Avon 


\ mes / Low Poly . 
$D Studio Max : Character! esi Tv" 
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national centre for digital content 


MA Digital Games 


www.magames.livjm.ac.uk 


For further details and admissions procedure 
h valine ac.ul 
tel: 0151 231 5052 
MA Multimedia Arts 
www.mamultimediaarts.livjm.ac.uk 
For further details and admissions procedure 
artadmissions@livyjm.ac.ul 
tel. 0151 231 5084 
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3D STUDIO MAX COURSES 


Training includes: 
INTRODUCTION TO 3D STUDIO MAX 
3D STUDIO MAX FOR VIDEOGAMES 


metro new media 


Rite. 


Finishing 1g) Schoo) 


Industrial Strength Training now! 
The 3ds max 4 Crammer 4 tong days of Max 4 for beginners. or evenings 
combustion fundamentals Flame on your desktop! 4 long days: 
Introduction to MAYA (NT) Get started on this excellent 5 day course 
FLASH 5 courses for beginners and advanced, day and evening 
MAYA on the Mac 4 months of intensive Maya modelling and animation. 
The AFTER EFFECTS 5 Crammer the A-Z of AE! 
(Fe) Film 
Television 
Schoo! 


The | 


a 


The Finishing School. London N1 6NU . 

Fora avian contact Ellie on 020 7613 2508 discreet 
or email: courses@fschool.net gal a Discreet 
www.fschool.net raining Centre! 


THAMES VALLEY UNIVERSITY 


MA Computer Arts 


The London College of Music & Media invites you to apply for a place 
on its MA in Computer Arts. In this unique postgraduate programme, 
creative and enterprising people with either artistic or technical 
backgrounds are given the opportunity to explore the aesthetic, 
conceptual and technical possibilities in converging digital media. A 
diverse portfolio of classes explore virtual space, the internet and 
interactive multimedia as a fine art medium 


Other creative technology programmes offered by LCM? include: 
* MSc Multimedia Computing * 

* BA (Hons) Digital Arts 

* BA (Hons) Design for Interactive Media 

* BSc (Hons)/HND Media Technology 


* BSc (Hons) Multimedia Computing ; vot 
* subject to validation 


For further information, including details on how to apply, please 
contact us 


e-mail: enquiries.lcm2@tvu.ac.uk 
web: http;//elgar.tvu.ac.uk 


Thames Valley Universtly supports mass participation in higher education 
Tel: 020 8231 2304 


London College of Music & Media : 


Thames Valley University, St Mary's Road, Ealing, London W5 SRF 


FOR THE BEST NATIONAL SELECTION OF CREATIVE CAREERS 


Formed In 1989, Aardvark 


Swiftis along established 
/ if creative recruliment company 
in the UK. Many of the 


SWIFT" 


vacancies we offer are 
exclusive, so don't miss out 
on ail of the beet opportunities! 


3D STUDIO MAX ADVANCED MODULES 


3D STUDIO MAX FOR TV & VIDEO 
CHARACTER ANIMATION USING 3DS MAX 


Accredited by Discreet, our intensive short courses are all 
taught by industry professionals. 

35 Kingsland Road Shoreditch London E2 8AA 

[t] 020 7729 9992 [f] 020 7739 7742 

[e] training@mnm.co.uk [w] www.mnm.co.uk 


Visit our website for full descriptions of hundreds of creative 
job vacancies available now. Email or fax your CV today to 
be considered for these roles. The service is completely free, 
you have nothing to lose. Visit www.aardvarkswift.com 


t. 01709-876-877 
f.01709-876-777 
vicki @ aardvarkswift.com 
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DON'T MISS AN ISSUE 


e Get every issue delivered 


safely to your door 


e Save money by eye : 
subscribing NOW turn over for subscription details 


e Never miss an issue 


3D world 


YES, | WANT 13 ISSUES 


YOUR DETA 
Title = _Initials 

Surname 

Address _ __ = 

Postcode Country = 


Tel no. (inc. code) 


e-mail address 


PLEASE CHOOSE YOUR METHOD OF PAYMENT 1 OR 2 
1. CHEQUE/CREDIT CARD — payiner . 
LJ} UK £39.99 (save £25.00) L] Europe (including Eire) £49.99 


C)North America £59.99 (_)Rest of the world £69.99 
(_] Cheque (e's sterling drawn on a UK bank account payable to 3D World) 


(-] Mastercard (_] Visa [_] Switch Issue no/valid date 


Card no: 
OREN SHER RERE GARE OSB 
Emindatel_| VI] 


Signature 


Date a — — 

2. DIRECT DEBIT — UKonly 

£9.99 every 3 months 

| understand that | will receive 13 issues during the next 12 months. 
YOU CAN SUBSCRIBE BY DIRECT DEBIT OVER THE PHONE 


Simply call +44 (0)1458 271 180 and have your cheque 
book or bank statement to hand. 


): 3D WORLD SUBSCRIPTIONS 


UK: 
Future Publishing, FREEPOST BS4900, 
Somerton, Somerset, TA11 6BR. 


OVERSEAS: 
Future Publishing, Cary Court, Somerton, 
Somerset, TA11 678, UK. 


C) Tick if you do not wish to receive information about special promotions 


Order Code: |TOWP14) Closing date: 30.07.2001 
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ISSUE 09 

We talked to Jeff Lew about his superb short animation Killer 
Bean 2.We also asked Pixar about its ‘cartoon’ For The Birds and 
featured a comprehensive max tutorial. 


ISSUE 08 

We discussed the Dungeons & Dragons movie, gave you 50 tips 
for Softimage/XSI and James Hans and Bill Fleming talked about 
major modelling projects. 


ISSUE 10 


Inwhich we talked about the holiday remake of Monkey! by 
Cinesite and showed you how to model an uncannily realistic hand in 
whatever package you favour. 


(\NKI 
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www. futurenet.com/promotion/pg0 


IMPORTANT Please quote code 


TDWP14 when ordering 
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CANADA J 
c$129 £39.99 


A SAVING OF c$117 A SAVING OF £25.01 
That's 13 issues for the price of 7 That's 13 issues for the 


ps 
USA HOLLAND ae y 
AUSTRALIA 
us$86 NGL174 aus$180 
ASAVING OF us $96 A SAVING OF net 223 ee on 
That's 13 issues for the price of 6 | That's 13 issues for the price of 6 A SAVING OF aus $63 , f ) 
. That's 13 issues for the price of 10 y 


s worldwide 


On a 13-issue subscription to 3D World 
WHY Subscribe? 


“icin sates as (ois ee M@ You never miss an issue 
FINLAND MK470.91 (£49.99) AswiNorMK 7120-1 M You save up to 67% * onnews-stand price 

ips M@ Delivery direct to your COOP inci. airmait detivery overseas! 
@ Your risk-free guarantee 


vin 


NORWAY KR 64 VING OF KR 1,22663-Sin 


IMPORTANT 


All prices on these pages are based on the If you aren't completely satisfied, you can 


cancel your subscription and receive a 
full refund on any unmailed issues 


exchange rate at time of going to press. Prices 
may Vary on conversion, Payment will be taken 


in pounds sterling. *correct at time of going to press 
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THIS SPREAD Various shots, 
including the interior of a 
lighthouse, show the use of 
curved surfaces. Even though 
polygon counts were limited, 
Cyan never shied away from 
organic environments. 


mum ew anticipated the impact 
point-and-click adventure 
game Myst would have, least 
| of all its creators. Formed in 
1987 by brothers Rand and Robyn Miller, 
Spokane-based developer Cyan Worlds 
had successfully broken new ground with 
premier release The Manhole, the first 
entertainment product released for CD- 
ROM - but this and several subsequent 
equally whimsical, child-oriented 
products couldn’t prepare the brothers 
for the success Myst was to enjoy. “Our 
goal with Myst was just to make a game 
that we wanted to play,” recalls Cyan 
CEO, Rand Miller. “That it caught on 


Rand Miller recalls how a passion for building virtual worlds resulted 
in one of the most ground-breaking titles ever released, the multi- 
million selling computer game, Myst 


begin to piece together as you played, 

some of which would only be hinted at.” 
Although the brothers were conversant 

with many of the classic text and graphic 

adventures of the 1980s, the intention 

was not to create an adventure game as 

such. “We just wanted to build a rich, 

detailed world to explore. We knew, 

though, that we needed to extend the 

time it took to explore the world. We 

didn’t want to extend it by having the 

player lose by taking a wrong turn or 

die or get permanently trapped, but 

we needed a way to slow them down 

a bit. Adding the puzzles as obstacles 

to overcome and goals to accomplish 


| MYST, RELEASED IN 1993, HAS BECOME THE 
1 BEST-SELLING VIDEO GAME OF ALL TIME 


with so many people was incredibly 
satisfying, but not something that we 
had hoped for or expected. The publisher 


predicted that we'd only sell 30,000 units. 


We believed it would do better than that, 
but had no idea just how much better.” 

In fact, Myst, released in 1993, has 
become the best-selling video game of 
all time, received countless awards and 
spawned a series that survives to this day. 
There’s even been Pyst, a parody of the 
original adventure. Work began on the 
Myst project in 1991, with an intention to 
apply the world-building skills acquired 
developing children’s software to a title 
suitable for all ages. From the beginning, 
it was conceived for the CD-ROM format, 
then something of a hi-tech luxury. 

“We started with the story of the game 
and a detailed back-story for each of the 
characters,” recalls Rand. “This was done 
so that you as the player would have a 
feeling of being dropped into a world 
with a real history, some of which you'd 


solved this problem and gave a more 
satisfying reward along the journey,” 
says Rand. 


REVOLUTIONARY POLYGONS 

The game is best remembered for its 3D 
landscapes, sporting a polygon count 
considered revolutionary at the time. 

Yet the original intention was to use 
hand-drawn stills for each location in the 
game world, as with the earlier children’s 
products, “We just happened to have 
purchased StrataVision out of personal 
curiosity for the technology and after 
playing with it a while, decided we could 
make the entire game with the 3D pre- 
rendered environments,” says Rand. “Our 
development approach was somewhere 
in between ‘hobby’ and ‘disciplined’. We 
started by locking down the big things: 
the main story, the themes, the main 
characteristics of the Ages, and some 

of the main puzzles. This process took a 
little over a solid month of design work.” 


BY MARK RAMSHAW 


“FROM A DESIGN PERSPECTIVE, WE 
WERE INFLUENCED BY JRR TOLKIEN 
AND CS LEWIS” RAND MILLER 


By the end, they had created an overhead map for each of the 
game's Ages (the story takes the player on a journey through five 
distinct subworlds), with the main puzzles designed but much of 
the fine detail still to be determined, tweaked or changed further 
down the line. “From a design perspective, we were influenced 
early on by writers such as JRR Tolkien and CS Lewis. They 
inspired us to believe that other worlds could be imagined. 

We also played a little Dungeons & Dragons back in our youth, 
though even then we enjoyed making our own worlds more 
than exploring and working through ‘canned’ ones,” says Rand. 

To create the visuals, Macintosh Quadras were used to power 
the StrataVision software, with some of the game’s outdoor 
locations taking up to 48 hours to render. “Of course, in 
comparison to what we were able to do for Riven, everything 
in Myst was very low polygon count,” recalls Rand. Even moving 
a single model in a scene would add further delays and extra 
frustration. “After repositioning a camera, it would sometimes 
take several minutes for the wireframe to redraw. Lots of 
magazines were perused during that re-rendering time,” 
remembers Rand. “We really just found the tools and learned 
to use them as we went along. When we started, we had no 
idea how we'd pull off the things we wanted to do. It seemed 
that every time we had a problem, a tool had just been released 
that addressed that problem, This was true of the three main 
tools we used to make the game — StrataVision, QuickTime and 
HyperCard. It all fell together perfectly.” 

Myst and sequel Riven have now notched up more than $250 
million in sales, equating to almost nine million units. And in 
addition to setting new standards for pre-rendered 3D computer 
graphics, Myst arguably changed the whole face of computer 
gaming, introducing millions of non-gamers to the delights of 
computer entertainment for the very first time. 0 


BY Cyan Worlds 
WEB www.cyan.com 


PUBLISHED BY 
Broderbund (part of the 
Mattel group) 


FIRST RELEASED 1993 


CREDITS Spelunx, The 
Manhole, Cosmic Osmo, 
Cosmic Osmo And The Worlds 
Beyond The Mackerel, Riven, 

RealMyst, Myst Ill: Exile 


AWARDS Best Fantasy 
Role-playing/Adventure Game 
— Software Publisher's 
Association; Critics’ Choice 
Award & Best User Interface 

— Software Publisher's 
Association; World-Class 
Award — MacWorld magazine; 
Best Graphics and Best Art 
Direction — Cybermania; 

BYTE Award of Distinction 

~ BYTE magazine (1994); 
Newsweek Editors’ Choice 
Award — Newsweek; Best 
International Product - 
International Emma Awards, 
and many more 


Aselection of some of the many sequels 
and re-interpretations of Myst 


The same classic design, enhanced to make better use of the 
changing audio and video capabilities of the Mac and PC. 


The first sequel to Mystarrived in 1997. Sprawled across 
five CDs (and also released on DVD), it featured full-motion 
graphics and far more graphically complex environments 
than its predecessor. 


Released last year, Rea/Myst brings the original back into 
the spotlight again, reworking the design to utilise real- 

time 3D, It's a testament to how quickly video technology 
has improved that the scenes are as complex as the static 
ones in the original Myst. 


2. T 


Developed for Cyan by Presto Studios, the newly released 
Myst Ii/enhances the first-person adventuring by providing 
full 360-degree rotatable views from every location. 
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§) LightWave 6.5b update Bias 


| Update your licensed version of 6.5 or experience the functional demo 


Pe his is an update patch for LightWave 6.5 bringing 
existing users right up-to-date with all the latest 
u features. If you do not have an existing LightWave 
licence, install this update and you will be in possession of a 
fully working demo of LightWave 6.5b. The main limitations 
are the absence of support files and the fact that renders have 


covering just about every aspect of LightWave’s modelling and 
animation capabilities — if you can’t find the solution to your 
problems with this then you’re reading the wrong manual 
The folder of benchmarking scenes demonstrates how well 
your system is going to perform while running LightWave. 
CONTACT: www.newtek.com 


a checkerboard overlay on them. You also can’t save scenes 


in Layout. This said, you can still experience the many new 
With LightWave's advanced HDRI system, the ability to burn in 
HDR/radiosity greatly speeds up rendering time. Also, the 
package offers great particle-collision algorithms. 


features of LightWave and witness the power of this leading 

3D software package. 

ag Also included on the disc are a manual and benchmarking 
| I | scenes. The manual is a stonking 1,030 page PDF document 
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Kelseus Cloth Sao 3.11 


Simulate fantastically realistic fabric motion with this great plug-in for 3ds max 


[_ reating realistic simulations of fabric in motion has long 
been one of the most difficult aspects of 3D modelling 
to solve. The ability to dress a figure and then get the 

clothing to behave believably when the figure moves is therefore 
the objective to aim for. 

This Cloth plug-in from Kelseus has received widespread 
recognition as one of the easiest ways to simulate realistic cloth in 
3ds max. This demo of the plug-in demonstrates the simplicity and 
speed of Cloth. Simply drag the ‘resources \ Kelseus’ folder on to 
your machine and follow the installation instructions (install.txt), 
Also to be found in the same folder are four tutorial files for each 
version of max, a PDF manual explaining how to use the plug-in 
and a sample animation showing Kelseus Cloth in action. 
CONTACT: www.kelseus.com 


LightWave 6.5 


o2c-Player BESM plug-in [iia 


Online 3d viewer for your PC Anime-style art with Big Eyes, Small Mouth 


here seem to be many 3D viewing plug-ins for the el shaded’s Big Eyes, Small Mouth CartoonREYES for max, this plug-in enables 
Internet coming out recently and the o2c-Player is | (BESM) is a shader which allows you to flatten the render and create a true 
the latest one. What 02c offers is a high degree of a cartoon or anime style of 3D model with a pseudo-2D appearance. 
interactivity plus a great level of detail available in its modeller, rendering within LightWave. Similar to CONTACT: www.celshaded.com 


with a reasonable compaction, meaning that the 3D content 
produced is suitable for real-time online viewing. This plug-in for 
both Internet Explorer and Netscape Communicator enables 3D 
content to be viewed and manipulated online in real-time. This 
bundle comes complete with a wide selection of example objects 
demonstrating the level of modelling quality and the interactive 
elements of 02c’s content. 

CONTACT: www.02c.de/englisch/index.htm! 
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80 Noctua Graphics textures 


A superb collection of 80 textures selected from the Noctua Graphics Web site 


his collection of 80 textures from Noctua Graphics 
includes a wide variety of rendered and photographic 

images, most of which are tileable in one or more 
directions and are at least 512-pixels square. Among many 
others, this selection includes sky, stone, leather, paper and 
grass as well as various bump/transparency maps. The Web site 
contains many more textures, subdivided into 20 categories 
plus tutorials, objects and materials for C4D. All Noctua 
Graphics’ products can be purchased via HiSoft. 
CONTACT: www.noctua-graphics.de or www.hisoft.co.uk 


ie) 

ae Qa his demo version of the /FW shaders collection provides over 30 procedural shaders 
Ko) eas S a e lS for LightWave 6.5 and over 70 for LightWave 5.6 and Inspire3D. Procedural shaders 
LO re are often used in preference to image textures due to the fact that they can be 
OT, applied to objects and take up considerably less memory than their texture counterparts 
xf ; 
ts) Demos of /FW procedural shaders —_—_conract:wwwshaers.org 
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DVGARAGE EXHIBITION 


Alex Lindsay has provided this first selection of seven educational movies, As usual, we bring you this issue's pick of the crop from the world of 3D. 
detailing how to produce amazingly photorealistic textures for your 3D 

modelling projects. Look out for many more in future issues. 

CONTACT: www.dvgarage.com 


RUSTBOY 


The intro movie of the on-going project as featured on page 26 of 3D World. The 20 best entries to our 


CONTACT: www.rusthoy.com Poser competition are 


included on this disc. The 
wide variety of props 
received demonstrates the 
perverse character of, not 
only our readers, but Poser 
users in general. We felt 
obliged to leave out the huge 
collection of imaginative sex 
aids we received. 


TUTORIAL FILES 


This issue sees the return of the high-resolution screenshots from our 
tutorials. We also offer you the screenshots from last issue’s tutorials 
which we were unable to fit on to last issue's cover CD as it was packed 
to the gills with fantastic software and resources. You can find all the 
tutorial files in the application directory of the CD. 


The proliferation of powerfully connected 3D platforms signals a new era 


in interactive entertainment BY SIMON DAVIES 
ast issue, | briefly discussed the content- ‘director's cut’. Conceivably, the 3DiTV viewer would be able 
production opportunities that could be to take part in the action and influence events, although this 
presented by connected interactive platforms: could get a bit chaotic if everyone wanted to do it at once. 
Pace’s set-top box based on Dreamcast, Sony's With this ability to deliver 3D interactive TV would come 
PlayStation, and Microsoft's Xbox. So let's take a closer look. the opportunity for advertisers to create 3D interactive 
Of course, the obvious thing to do with these boxes advertising. Advertisers could create little ‘gamelets’ to brand 
given their heritage is online gaming. Most titles and advertise their products. Imagine a little game based 
produced these days already have a multiplayer around the Milky Bar Kid, for instance, This particular TV 
mode in them and will adapt easily to online commercial was computer-animated so the 3D characters are 
game playing. Sega already did this already built and could easily take on a life of their own when 
successfully with the launch of the let loose in an 3DiTV environment. Much of the reason for 
Dreamcast console (now licensed to Pace). the slow take-up of iTV advertising is that the audience is not 
MS has already announced a deal to work with particularly techno-savvy. The potential audience for 3DiTV, 
Japanese telco NTT to bundle a connection for online however, will most likely come from the growing ranks of 3D 
gaming, while Sony has announced a deal with Telewest gamers, all of whom have at least a basic grasp of navigating 
in the UK to begin testing online gaming with Telewest’s aUl. 
broadband cable network. As broadband becomes more With a server-based 3D world where fitting data on toa 


widespread, having your game console/set-top box CD is not a limitation, it will be possible to build vast 3D 


connected will become the norm. This will give rise 
to what | have christened 3DiTV. 

So what else can you do with a powerful 
connected 3D platform? With a broadband 


worlds without constraints. The possibilities for huge 
multiplayer games with detailed environments 
stretching across virtual continents and beyond 
are mind-boggling. This will provide a 
connection, it will be possible to stream 
3D content into the box and deliver 


daunting challenge for anyone involved 
in content creation —- how do you set 
‘live-rendered’ 3D programming 
to the home. This could be 


about building a virtually infinite 
3D environment? 


BET SPECTIVE 


simply a playback-only kids’ 
cartoon, or incorporate 
varying levels of R 
interactivity. You 
would be able 


to choose which 
character’s point of 
view to see the show 


from. Imagine Tom % 
SIMON DAVIES is 


the Managing Director 
of Sitracom. 
www.sitracom.com 


and Jerry viewed from 
either the mouse or cat 


perspective. You could even 
have a real-time 3D soap 

opera running where you 
could follow the storyline 


that interested you, rather 
than just watching the 


3ds max 4 
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animation - broadcast ‘post-produ ion,- games - web 


nature 


Volcanic eruptions remind us that mother nature is the ultimate creative genius - until now. Now 
you can rival nature's creativity with 3ds max™ 4. 


3ds max 4 makes 3D modeling, animation and rendering fast. With the world’s most advanced 
system for character animation, a truly next-generation gaming platform and a fully integrated 
2D/3D effects production system, 3ds max 4 delivers more productivity and quality than ever. 
So defy nature with 3ds max 4. 


For more information visit the animation zone on www.discreet.com, you can find your nearest 
authorised system centre by visiting the reseller zone or call the UK distributor on 0800 181738. 


oriscre@rni) ne™ | discreet 


Discreet isa trademark of 4 in the USA and/or in other countries. All other brand names, product names or trademarks belong to their respective holders. © Copyright 2000 Autodesk, Inc. All rights reserved. 


We welcome intelligent life. To the Web that is, with Macromedia Director Shockwave Studio 8.5 
which debuts real-time interactive physics features from Havok™. So you can assign character attributes to 
your 3D models and they will act exactly as they would in the real world. Intel Internet 3D graphics 
software has been included to bring both interactive 3D modelling and animation capabilities to the 
package, ready to be played back using the free Macromedia Shockwave Player. The multi-resolution mesh 
feature banishes multi-modelling forever, so you publish a single model that is totally interactive from any 


angle. This is highly intelligent software that will shock your 3D content into existence. 
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